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CESAR FRANCK, THE GREAT BELGIAN MASTER 
From an Oil Painting by J. Rongier 


PRICE 25 CENTS SEPTEMBER 1929 


When Teachers Use 


This Very First Piano 
Book Irresistibly Appeals 
to the Child 


MUSIC PLAY 


FOR EVERY DAY 


A MOST emphatic tri- 
umph among all juvenile 
instruction books. Letter 
after letter has been re- 
ceived by the publishers, 
telling of the wonderful 
results and great pleasure 
obtained in teaching chil- 
dren from five to eight or 
nine years of age with the 
aid of this book. It ap- 
peals to the child mind 
from the very beginning. 
Its game-like procedures, cut-out pictures, captivating illus- 
trations and, most important of ‘all, its charming melodies 
make the child eager for each page of progress. Its lesson 
divisions have been well named “‘playtimes.’” This is the 
very last word in approved practical methods of juvenile 
pianoforte study. 


PRICE, $1.25 


‘Music Play for Every Day” also is published in four 

Parts, Price 40 cents each, and in twenty ‘‘Playtimes,’’ 

Price 25 cents each. Either of these divided forms 
is particularly convenient for class instruction, 


HAPPY DAYS IN MUSIC PLAY 


A Wonderful Book to Follow the Remarkably 
Successful “Music Play for Every Day’ 
T us book answers the demand of thousands of teachers for a 
following book that would keep up the high plane of interest and 
the irresistible attraction for piano study created by the delightful 
and distinctive features in ‘“‘Music Play for Every Day.’’ ‘Happy 
Days in Music Play’’ is filled with splendid, bright new features 
that make it a brilliant work, giving the child genuine pleasure in 
Piano study leading right up to the third grade. One of its features 
is the presentation of portraits and short notes upon some of the 
great statesmen, scientists, authors and business men who, time and 
again, have expressed their great joy in having studied music as a child. 


PRICE, $1.25 


VERY FIRST 
PIECES PLAYED 


ERY FIR TECES | ON THE KEYBOARD 
PLAYED OW THE KEYBOARD By N. LOUISE WRIGHT 


~ THIS little book jumped 
into instant favor because 
the group of little pieces 
in it is just ideal for sup- 
plementing the very first 
instruction book. The text 
with each piece adds to its 
attractiveness to the young 
students who are given lit- 
tle excursions into these 
pieces after the first rudi- 
ments are gained in the 
early lessons from any first 
instructor. 


PRICE, 50 CENTS 
TUNES FOR TINY TOTS 


By JOHN M. WILLIAMS 
THIS popular little book is designed to teach the rudiments 
of music in an easy and practical manner. It really is in- 
tended as a preparatory grade for little tots too young to go 
tight into the average instruction book or method. The 
major portion of this 
little book is devot- 
ed to attractive little 
pieces which help 
impress the notes, 
up and down from 
Middle C, upon the 
child’s mind. Little 
jingles to each of 
the pieces have been 
provided by Jean C. 
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Books Like These With Young 


IT Is nothing unusual these days to hear 
or read expressions by teachers or parents 
that they wish they had had the pleasure 
of receiving first musical instruction with 
such an attractive book as some of those 
now delighting little students. Teachers 
and parents with such charming elemen- 
tary instruction material as given in the 
books here brought to attention, get chil- 
dren of the kindergarten and primary 
grade ages to as intense an interest in 
learning to play the piano as “we grown- 
ups” can recall having had back when we 
let our juvenile imaginations be thrilled 
by “Picture Books,” ‘Fairy Tales” and 
“Mother Goose Rhymes.” 

Yes, the methods of today for giving 
little ones instruction in music put a new 
thrill in childhood days. 


The Works on This Page are Published by 
THEODORE PRESSER CO. 


1712-1714 CHESTNUT STREET 
PHILADEEREIAy eae =). (0 eee Ns 


MIDDLE C 
And the Notes Above and Notes Below 
By LIDIE AVIRIT SIMMONS 


Tuis work is outstanding among those books providing a more 
simple and more gradual means of becoming acquainted with the 
notes upon the staff than provided in the usual large instruction 
book. A gradual procedure is highly essential with small chil- 
dren and this book is outstanding because it provides attractive 
first material for juveniles with very short little pieces that are 
enhanced by illustrations and text. With each lesson there is 
provided a blank staff for the pupil to write the new notes learned 
with that lesson. The book also provides for the gaining of a 
true sense of rhythm while learning notation. 


75¢ 


PLAYTIME BOOK 


FOR THE PIANOFORTE 
By MILDRED ADAIR 


HERE is an exceedingly good book to use practically from the 
very beginning as a supplementaty work to almost any instruction 
book. It fills in the gaps in instructors that proceed too quickly 
for little folk as well as provides a pleasing variety of material 
to supplement the larger instruction book especially designed for 
little ones. Its pieces with words and illustrations in the begin- 
ning help in the gaining of a soowlecde of notation up and down 
from Middle C, and in the course of later progress, cover special 
points in elementary technic. 


PRICE 


Now is One of th 


* I hrills of Childhood Days: 


Beginners 


\ 


A Little Supplemen- 
tary Book for Child 
Pianists of Which 
Thousands are Used 
Annually 


NEW RHYMES 
AND TUNES 


For Little Pianists 
By HELEN L. CRAMM 


AS THE author puts 
it, these little rhymes 
and tunes were written 
in answer to the ques- 

tion so often asked by teachers, “What shall I do with the 
children while they are trying to learn the notes on the 
staff?” The amazing success of this book indicates that 
many, many teachers find it a valeakss accessory during the 
little pupils’ first months of study. Both clefs are used 
from the start and the little rhymes with most of the pieces 
aid in developing rhythmic feeling. 

PRICE, 75 CENTS 


ON OUR 
STREET 


Twelve Piano Pieces 
for Beginners 
By ALLENE K. BIXBY 


HERE is a great appeal 
in these tuneful, character- 
istic little pieces which fur- 
nish little studies covering 
vital points in elementary 
technic such as the tie, 
stretching intervals, pass- 
ing the thumb under, wrist 
Staccato, playing. all five 
fingers in correct position 
and strengthening the 
fourth and fifth fingers. y 4 : 
There is a little illustration accompanying each little piece. 


PRICE, 75 CENTS 


PRISCILLA’S 
WEEK 


Seven Little Characteristic 
Pieces for the Pianoforte 


By MATHILDE BILBRO 


HESE little and extremely de- 
lightful first grade pieces, when 
introduced separately in sheet 
music form, excited such atten- 
tion as to inspire the publication 
of this little’ book containing 
the entire group. In responding 
to these pieces, children are sub- 
consciously reacting to that sub- 
tle ‘‘human appeal’ which fig- 
ures highly in many things 
which, through their entire lives, 
always will be a lure by which 
their interests will be gained. In 
these pieces, it is by means of 
quaint little illustrations, clever : . , 
words and characteristic music that they find delight in following 
Priscilla through the week in her daily activities, 


PRICE, 75 CENTS 


SOAS 
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CHILD’S FIRST BOOK OF MELODIES 
By WILLIA EADES HONSKA 


As AN auxiliary to any system of elementary technical instruc- 
tion used with little children, this book will be found very sat- 
isfying. Its little melodies with words assist, from the very beginning, 
in the gaining of : 
a knowledge of nota- 
tion. In a number of 
lessons there are har- 
monic backgrounds for 
the teacher to play 
with one hand to ac- 
company the ‘‘dressed- 
up’’ tuneful exercises 
being played by the 
pupil. These melodies 
aid in awakening a 
musical feeling and 
establishing within the 
child’s mind ‘a subcon- 
scious appreciation of 
thythm, harmony and 
form. 


PRICE, 60 CENTS 
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“A HANDICAP TO THE PUPIL -——-~ 
IS A HANDICAP TO THE TEACHER” 
STUDY THESE PICTURES! 


Folksongs and 
Famous Pictures 


For Piano Beginners 


with Words, Color Charts, 
and Cut-out Cards 
By 
Mary Bacon Mason 
Price, $1.00 


Mary Bacon Meson 
EOSTON-CLIVER DITSON COMPANY 


MUSIC AT EYE LEVEL! Comfort- 
able, relaxed, eyes used normally. 


MUSIC TOO FAR AWAY! Muscles 
tense, body rigid, eyes strained. 


One of the most ingenious and attractive beginners’ 


books that has come under our observation; and the idea 
of having the pupil correlate sister arts is of general 
aesthetic value. A series of choice pictures in photo- 
gravure is supplied with the book, to be cut out and 


Small pupils loose that “hate- 
to-practice” feeling and be- 
come alert and interested, 
when their handicap is re- 
moved by an EYE-HI. 


EYE-Hl 


Endorsed by leading 
Educators and 
Physicians 


Prominent Eye Specialist 


Don’t handicap your pupilsor MI US IC RACK Says: 
yourself—Use an “EYE-HI!” parent Applied For - Trade Mark Reg. “The usual position of music 
LOWERS MUSIC _ is 20 or more degrees above 
TO EYE LEVEL a horizontal plane, Meare 
throws.-a severe strain on the 
DObiCutie On eyes. The EYE-HI is both 
GRANDS practical and beneficial.” 


Cannot Scratch Piano— [Signed] 

Rubber Protected 

% Henry F. James, M.D. 
l EACH St. Louis, Mo. 


Get an EYE-HI from your dealer or send $1.00 
and we will send one post paid. If you are 
not satisfied your money will be refunded. 


pasted into designated music pieces in the book; the 
child’s own sense of color is called forth by tinting the 
diagrams and cuts; every piece has interlined verses, 
amusing or gently instructive; the music is largely 
chosen from that wellspring of fine melodies—the uni- 
versal heritage of folksong. 


OLIVER DITSON COMPANY, 179 Tremont St., Boston, Mass. 
Chas. H. Ditson & Co., 10 East 34th St., New York, N. Y. si WALTER B. SIMON, Inc. 


MAY BE USED ON DESK Manufacturers 


FOR CLASS WORK. EYE- 704 OLIVE STREET ST. LOUIS, MO. 
HI does double duty! Dealers Write Some Foreign Agencies s‘ill available 


JOAN M. WILLIAMS’ 
SUGGESTED COURSE OF MUSIC STUDY 


IMPORTANT NOTICE—Beginning with the First Grade allow pupils Two Years for each Grade. 


PREPARATORY GRADE 


Try your music store first 


FIRST GRADE SECOND GRADE THIRD GRADE FOURTH GRADE 


VERY FIRST PIANO | FIRST GRADE PIANO SECOND GRADE | THIRD GRADE PIANO 
BOOK BOOK PIANO BOOK BOOK 
Graded Sight-Reading | Graded Sight-Reading |- Graded Sight-Reading | Graded Sight-Reading 
Course 


Course Course 
Book II Book III Book IV. 


FOURTH GRADE 
PIANO BOOK 


Graded Sight-Reading ourse 
Course Book I (Pages 14-56) 


Book I (Pages 1-13) The Major Scales The Major Scales 
Book I Book II (Pages 5-27) 


“Flash Cards’’ (Series I) 


The Major Scales 
Book II 
(Pages 28-43) 


The Major Scales 
Book II 
(Pages 44-51) 


“Flash Cards’? (Series I) 


A set of 14 “Flash Cards” 
with examples taken from 
the “Very First Piano 
Book”’ used in this grade. 


r \ “Flash Cards” (Series II) 
Supplementary Material designed espe- 


cially to bridge the gap between the 
FIRST and SECOND GRADES. 


ALL THE ABOVE-MENTIONED BOOKS ARE PUBLISHED 
116 Boylston Street 


By 
TAE BOSTON MUSIC CO. BOSTON, MASS. 


Send for free catalogue of John M. Williams’ Teaching Material and also a copy of the 
Fall Music Buyer’s Guide 
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Information for 
Etude Readers & Advertisers 


Tue Erupe Music MAGAZINE 


Published monthly by THEODORE PRESSER CO., 
Philadelphia, Pa. 


Entered as second-class matter January 16, 
1884, at the P. O. at Phila., Pa., un- 
der the Act of March 3, 1879. Copy- 

right, 1929, by Theodore Presser 
Co., for U. S.. A. and Great 
Britain. 


Subscription Price 


$2.00 a year in U. S. A. 
Argentine, Bolivia, Brazil, 
Rica, Cuba, Dominican Republic, Ecuador, 
El Salvador, Guatemala, Mexico, Nica- 
ragua, Paraguay, Republic of Honduras, 
Spain, Peru and Uruguay, Canada, $2.25 
per year. All other countries, $3.00 per 
year. 

Single copy, 


and Possessions, 
Colombia, Costa 


Price 25 cents. 
Remittances 


Remittances should be made by money 
order, bank check, registered letter, or 
United States postage stamps. Money 
sent in letters is a risk the sender as- 
sumes. 


Renewals 
No receipt is sent for renewals since the 
mailing wrapper shows the date to which 
paid. 
Discontinuances 


Owing to the educational character of 
Tue Etrupe many do not wish to miss 
an issue. Therefore, the publishers are 
pleased to extend credit covering a year "g) 
subscription beyond expiration of paid-up 
period. Subscribers not wishing this will 
please send a notice for discontinuance. 


Advertisements 


Advertisements must reach 
not later than the 15th of 
month preceding month desired. 
application. 


this office 
the second 
Rates on 


START A TUNING BUSINESS 


yourself, anywhere. Earn $2 to $4 an hour spare 
time, or $200 to $500 month, full time, Requires 90 
minutes to tune average piano, and pay ranges 
around $5 per tuning, Player work also brings big 
pay. We train you thoroughly and rapidly at home. 
Get our free booklet “Piano Tuning as a Business.” 


Mack Institute, Crafton Sta., EM-26, Pittsburgh, Pa. 


MUSIC ENGRAVING 


Piano, Band, Orchestra and Octavo work. We 
specialize in book work; also engraved titles. 
Send your mss. for estimate. 
OTTO A. C. NULSEN, 


P.O. Box 774 
124 Government Place Cincinnati, Ohio 


Ultra modern Piano Jazz taught by mail. Note 
or ear, Easy rapid lessons for adult beginners, 
Also Self-instruction system for advanced pianists, 
Learn 358 Bass Styles, 976 Jazz Breaks, hundreds 
of Trick Endings, Hot Rhythms, Sock, Stomp and 
Dirt Effects; Symphonic and Wicked Harmony 
in latest Radio and Record Style. 
Booklet. 

Waterman Piano School, 


SPECIAL NOTICES 


AND 


ANNOUNCEMENTS 


PERSONAL FOR SALE 
or WANTED 


FOR SALE—One small size violin in good 
condition. Price, $17.00. Mrs. C, li. Frisbee, 
30x 123, Cut Bank, Montana. 


ANNOUNCEMENTS 


CORRESPONDENCE SINGING COURSE, 
Small Monthly Payments. 

Dr. Wooler, Cleveland Ave., Buffalo, N. Y. 

MUSIC COMPOSED to your. words—Melo- 
dies Marmonized—Manuscripts corrected and 
prepared for publication. R. M. Stults, com- 
poser “Sweetest Story Ever Told” and 600 
other works, Ridley Park, Pa. 

PAPERS on musical subjects prepared 
for club use. Programs arranged. George A. 


Write for free 


1836 W. Adams St. Los Angeles, Cal. 


Brown, Lansdowne, Pa. 

TEACHERS—We guarantee to increase 
your income. Worth investigating. Erskine 
Studios, Medford, Oregon 


LYRICS SET TO MUSIC; also Melodies 
Harmonized and prepared for publication, 
Lyrie Studios, 10 E. Biddle St., Baltimore, Md. 
AT CTP 


Ty 


a eat 


ENT 


( 


TO Os 


reunoeeauTenoeNneepeteonaOnN 


OSM OM OM CD OM CY CLELM CLO LG CH CD CL C4 oF LEC OA A AAI AEA, 


nonvonunnroncnnnovsncenananeen 


nUaUOntenreeniueneenearonneranedundonennsuduondcoersonraunenouneacevevensey 
LI OSGI OLS COM CL CLI CLS Off CY CH CLI ED 
TT) 


Da rz 
OTT 


Founded by Theodore Presser, 1883 
“‘Music for Everybody”’ 


UGUUODHUDONEOORGOROOOONNGAEGOEODOREROROUOEOEN ve 
SS SS 
UDOODADAODOGOODOPRONDONDGQDUDOONDADOROO000DUH000b0LCONDNNORNRSHONONIONNCU NILE 


VOLUML XLVII, No. SEPTEMBER, 
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\igord olor AUCs His Ab oontiponc Onno gods on Soane anor Fone 
Kditorials ...... Sie CROODOBDID oe ATO OOLS Dit Oke oh cpio 
Brussels, the Musical Gem of narane Mh crteaatae J. F. Cooke 
Report Cards for Piano Pupils..........W. H. Herndon 
Master’ Wises) iire-rn totter sige. s siatceeq th mentee P. H. Reed 
Practical Pianoforte Interpretation. >» W. Gieseking 
Philadelphia’s Operatic Situation...... SORT Soe atiod . 
Centenary of Rubinstein........... sraxerelatele .J. Sohn 
An Interesting Music Game................G. J. Draine 
Future.of Music in Moviedom..-.:....... ... H. Rapée 
Music Idealism in the United States......... J. F. Cooke 
Master Lesson, Chopin Etude, Op. 25, No. 2...I. Philipp 
Questions from Interested Teachers..... J. EB. Broughton 
Paragraphs from Schubert’s Diary..... syleevetchegstede aikecen vers 5 
Jazz— Whither, JB ound sare ee jerctetsta(= sseietetiae G. B. Nevin 
Teachers’ Round Table..................C. G@. Hamilton 
Bands and Orchestras..... a saps aapevate elesiofodeeaat V. J. Grabel 
“Tuning Up” Our Musical Prageen mii auic D. Mattern 
School Music Department.......... vee. G. DL. Lindsay 
DhemSmart Cease. bd 5c SaoONIOO CID OC T. P. Giddings 
Musicians of the Monten, «iss %cis- ss. sre a6 A. M. Bonner 
Krup: Gallery—Portraits ..... POR COLIN CH sot cit natn Beta 
Bruny, ‘Gallery Biographies <%..\0 s,.)1.\s%\elerelseelghe ene metoreie( as 
Educational Study Notes......... nis olsioye E. A. Barrell 
Singer Se With deme prneceiya 7. eos reiaieiate acters Steins ocs Sa 
Training and Use of Voices of Persons of School Age 
W. EF. Wodell 
Organist’s Etude ...... Nboucsoonadepeoocr celal: Luo! 
Organ Questions and AnswerS...........s66- HH, 8. Fry 
Violinist}’siskvtudet racers cece Eietareiosietelets cineye ts R, Braine 
Violin Questions Answered............+0+-.--R. Braine 
Musical Education in the Home.............M. W. Ross 


bees and ANnSWEeYS.....cccccseeves- 4. de Guichard 


The “Tluminated” Program.............H. EH. Elverson 
Musical Home Reading Table.............4. S» Garbett 


Junior mbbude ss asvete « clela ates ces “08 AO GOOOEDE Jo.0SF E. Gest 
Junior Educational Study Notes..........H. dA. Boreal 
Answers to “Can You Tell?”...... dle) scie'» piste! erecane vais yale relents 
An Honor Recital in your Town........ H. H. Davidson 
MUSIC 
Fascinating Pieces for the Musical Home 
Jasmine and Nightingales.............. J. F, Cooke 
March of the Choristers.......... Sols 'afelotiaee am AGCaue 
Flower Melody ........ eiatalensrsvehe eters aia locate .-M. Paldi 


The Enchanted Lake...... --D. Dupré 
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Classic, Modern and Contemporary Master Works 


Dance in Olden Style...............0. F. de Breteuil 
Etude in F Minor, Op. 25, No. 2......... PF’. Chopin 
Mountain Wadiiin..ceen ark ass eter ee ee L. Strickland 
Novelette; Opm cia Nom disse tieincle ecu R. Schumann 
Romance, Op pads yNoOsdoae 1.1. eee A. Rubinstein 


Outstanding Vocal and Instrumental Novelties 
The Village Chapel (Organ)......... H. P. Hopkins 
Toréador et Andalouse (Four Hands).A. Rubinstein 
Drowsy Dream Town (Vocal).......... S. J. Dailey 
a Meadows of the Lord (Vocal).. 
I Shall be Satisfied (Vocal)............ = I. Hyatt 
A Game of tee (Violin and Piano)....7. MeCollin 


Delightful Pieces for Junior Etude Readers 


On the See-Saw...... SO POOP E  yn S78 M. Rwing 
Birthday Party. Waltz... <s0r aie cle eter M. M. Watson 
AOI aMAt tcc ater: casc rae ae jae pier E. Ketterer 
Call to Arms (Four Hands)............ OC. W. Kern 
The Little Volga Boatman............ A, P. Risher 


Burlesque (Rhythmic Orchestra).........Louis Rée 


.C. W. Cadman 
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Professional 
Directory 


EASTERN 


Beginners for 

Tone. Technic. Si 

Mme. M. > earn, 3 
New York, Riverside 0192 


AL B E RT CARL, VIOLIN INSTRUCTION 


ht Reading. 


W. 95th Street, 


140 West 104th Staev4 
Telephone Academy 3081 


GUSTAVE L. 
B EC K E R Pianis Nice “i? oa 
$10 Stet inway Hall, N 


(Method combines the Artistic and Solontite) 


Broad St. Conservatory of Muale 
C 0 M BS Gilbert Raynolds Combs, Direetor > 
1827-31 S, Broad St. Philudelphia, Pa, 
SYSTEM. Improved Music Study for 
D U NN | N G beginners. Normal Training Classes 


Carre Louise Dunning, 8 W. 40th, N.Y. 

ARTHUR de—SINGING, 
[from Rudiments to 

MUSICOLOGIST, LECTURER, 176 Huntington Ave., Boston, Mass, 


>» 
PIANO & ORGAN Tel. Circle 4 
310 West 92nd Street he York, N. ¥. 
CHARLES Correspondence Instruction, 
y Mustcal Theory, Harmony, Melody Writing, 
Counter potnt and Musical Form. 
Tuition for ea course is aoa Dollars, payable one-half In 
advance—STATE a COLLEGE, California, Penna. 


Mrs. cat 
VI R G | ee & Sone vari, OF MUSIO 
Ave, New York 


-S. PIANO CLASS SPECIALIST. 

WI DER & Teachers’ Norm:l Courses. Lecture 
Demonstrations to Music Clubs. 

- S. Wilder, 361 Austin St., West Newton, Mass. 


CONVERSE COLLEGES3%: 
SHENANDOAH COLLEGE 


CONSERVATORY OF MUSIC. Special courses in Pipe 
Organ, Orchestra, Public School Music. Rates Reasonable. In 
the heart of the Shenandoah Valley. Dayton, Virginia: 


WESTERN 


CONSERVATORY 70 Instructors 

AM FE 5 | CAN 2: Piano, Voice, Organ, Violin, ete 
Chicago 
PUT EEE EN Kimball Hall Chtcago 
ANNA TOMLINSON (pupil of Leschetizk y) 
OVD: Forty Normal Lessons for Piano H, 


School ef Music and Arts 
Ralfe Leech Sterner, Director 
310 West 92nd Street 


F.W. Piano and Organ Instruc- 
tion based on personal instruction 
2 Ha Scharwenka & Liszt. 

N. ¥. School of eh and Arts, 


MUSICAL COLLEGE, 64th year. 
A University of Music. Nationally 
Monee iano, Vocal, Violin, Ore 

E. Van Buren St., *Chicago. 


CHICAGL 


gan, Theory, P. S. M 
gan, Theory, PS. Mey 6G :By ign anes St.) Chlongeste 
B Oonservatory of Muaic 
Tl WstastisHep 1867. HighlandAve. 
and Ouk St. Cincinnatl, Ohio 
D FT R 0 IT CONSERVATORY OF MUSIC 


1000 Students. 50 Teachers 
KN 0X Oonservatory of Musie 


1013 Woodward Ave., Detroit, Mich. 
Galesburg, Illinois, - 
Catalog freee Wa. F. Bentley, Director 
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CANY PUBLISHER eae Bota t 
oo ~ WRITE FOR PRICES ~ ~™ 


2054 W. LAKE ST. CHICAGO. ILL. 


entury 


Suretr Music 


SAY “CENTURY” and get the best 
Certified Music. It’s 15c (20c in Can- 
ada). Most teachers use it. Parents ap- 
preciate the saving and the pupil gets 
the best. Get free catalog of 2500 se- 
lections at your dealers, or write us. 
Century Music Publishing Co. 

254 West 40th Street ¢ 
New York City 


Piano Specialized. — 


New York City : 


otk Clty | 
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THE STUDY OF MUSIC 


is one of the greatest factors in providing a cultural background in the life of the Child. It stimulates and disciplines the 
mind, enriches the imagination, provides a healthy emotional outlet, and an ideal means of self-expression. Not only does 
it make possible the JOY of DOING, but it brings an added UNDERSTANDING and HAPPINESS in LISTENING. Through 
the study of music, a new world of beauty is unfolded and life is given new color and zest. 


THE INTELLIGENT TEACHER realizes that only through the highest type of Teaching Material can there be instilled those fine musical 
ideals which must go hand in hand with the attainment of technical proficiency. To conform to the demands of the modern, wide-awake Teacher, 
Pedagogical Material must be— 


1 — ATTRACTIVE, TUNEFUL, and LIKE- @_ PROGRESSIVE and PRACTICAL, con- 3 THOROUGH and SURE in building 
ABLE so that the learning becomes a forming to the highest and sanest of soundly the foundation of a genuine 
joy and not a task. modern pedagogical methods. musical culture. 


BEGINNERS MATERIAL merits the wisest consideration on the part of the Teacher. “As the Twig is Bent—’ is so very true in the 
study of music. To introduce this study in such an interesting way that the imagination is intrigued, and a desire is created for more study ;— 
to present the fundamental facts of music simply and clearly, avoiding all unnecessary confusion so that musical growth may be steady and sure; 
—that is the aim and purpose of modern Beginners Material. 


’ THE VERY FIRST LESSONS AT 


NEIGHBORS The Original Point System Piano Book for Beginners by Mrs. Cros by Adams 
* . P i 90 
by Elizabeth Blackburn Martin by John Mokrejs The Pioneer work A Mtederh Piano Methods 


. > es P seek for Beginners 
Price 60c The Child's musical thinking from the first is centered This sterling book has won the position of high favor 
is a complete instruction book for Pi Begi es on as Cn ees oe ay key). | Attractive little which it holds, wholly on its intrinsic merits; its interest 
tt h Rak _ Piano eginners. pieces teach all fundamental acts of music from the Point Phe sctadedhy, the asatistvinearesultel te) the. teacher wand 
teaches all about notes and other important things in View. It is remarkable in its understandable simplicity Shr ppcapareds tea as nas 


such jolly, friendly tunes that it is really just like a new without the impetus of personal publicity. Its true ee 

ame. It i i s i succe y rere and continued popularity are attested by the fact that 

eo OO ecess Ha many well the sale has now reached ONE HUNDRED THOUSAND 
§ ‘ ginners. Books I, II, III, Each 60c COPIES 


(Our descriptive circular “BEGINNING PEPAGOGY—Its Methods and Material’ will prove helpful and suggestive to the Teacher of Beginners.) 


and unassailable in its logical and certain results. 


TECHNICAL STUDIES today are conforming to the modern educational idea that one learns more quickly and thoroughly if the learning be 
made attractive and enjoyable. The old ‘dry-as-dust’ exercises, endured so protestingly, have been supplanted by studies for the development of 
fingers, wrists and arms, which are as attractively written as a recreational piece, and a real joy to play. 


“CZERNY”’ FIRST STUDIES INSTYLE - - - - 15 
THE LITTLE HANON In New Form, As Attractive Piano Solos SIXTEEN SPRIGHTLY STUDIES - - - 1.0 
ee kins By John Mokrejs FIFTEEN INTERMEDIATE STUDIES- - - 1.00 
_The most interesting musical portions of the Czerny CHARACTERISTIC STACCATO STUDIES - e 15 
ig ihe aetical eas 1 Red E piano writings have been combined and co-ordinated in 

tecnica Soures Bere ictomcslly tarcuchour the hey various ways to form delightful pieces, each with a charac- by Frances Terry 
scale. Preparatory to and patterned after the Hanon ORSON They are vitally new and fresh although Short, attractive studies, each of which stresses some 
‘Virtuoso Pianist.’ Price $1.00. the technical value remains unchanged. definite technical problem. They develop not only tech- 

Books I, II, Each 65c nical facility but .style and musical good taste as well. 


CLASS INSTRUCTION in Piano and Violin has assumed a definite im- TWO PIANO playing has become immensely popular not only in the concert 
portance in the study of music today. It is rapidly taking its place as a field but as a part of the regular routine of the studio. It insures that 
major subject in the Public Schools, and Conservatories are adopting it as ensemble training which cultivates mental alertness, a keen feeling for 
a regular part of the curriculum. Material for Group Teaching must cover rhythm and color, and a healthful disciplining of individuality. 
all the fundamentals of music in a simple, concise manner, devoid of all un- : 
necessary detail. It should be so interesting that it will stimulate a desire 


Peper private study. SECOND PIANO PARTS TRANSCRIPTIONS OF 
PLEASANT HOURS AT MELODIC FOUNDATION A FAMOUS CLASSICS 
THE PIANO STUDIES to Standard and Modern Piano 


Composition by Edouard Hesselber 
for Violin Beginners P y 8 
b a , i : : or 2 Mae rae ae 
Y Margaret S. Martin by Russell Webber yrovide a medium for ensemble with the offer excellent material for advanced 
players They are well written with the 
A book for either Private or Class In- added advantage that they may be used with “agian divided ; : raed 
A book designed primarily for Class In- | struction which teaches first, the keys be- eee ie of on difficulties divided between the two player Ss. 
. * ; . ae : i the original piano solo, making only one Mr. Hesselberg has transcribed the com- 
struction, which presents but one musical ginning on the open strings. It embraces é : lete Etudes f Chopin besides many num- 
idea at a time, with ample material to im- right hand gymnastics for bow control; sep- copy necessary. They are now available for ‘ cre ee eerihe Ss ee e Racha se ff 
ee that idee firmly on es mind. | arate: left pad drills to establish correct all grades from the very earliest, such as aii B rhe ED a ee ae 
t adequately copes with such problems as position; rhythmic drills; and second violin > (Da arionettes’ hes , 
Rhythm, Technic, Notation, ete., in an un- parts for Class or Ensemble work. dere acs obits Paine ce 1) * : : 
derstandable and attractive manner. | Price A work which will insure musical de“ up to such adyanced work as Mozart's (Published in Score, Two Copies 
75c. velopment and real progress. Price 75c. Sonata in F. : furnished as one) 


(Other works for Group Instruction that are being used with much success are 


listed im our descriptive circular “CLASS INSTRUCTION,” together with accessories (Our complete tist of Music for Two Pianos will be sent on request.) 
such as charts, music racks, etc.) 


THEORETICAL KNOWLEDGE is an essential background to the intelli- PRACTICAL ACCESSORIES are the key-note of efficiency in the busy 
gent study of any form of music. Without a good understanding of the studio. Only through conserving the time given to business details can a 
HOW and WHY of musical construction, musical education is superficial teacher devote the major part of the time to constructive work with the 
and unbalanced. Every sincere Teacher should strive to have the study students. 


of oan go hand in hand aa technical advancement so that proficiency 
may be synonymous with wnuderstanding. THE. TEACHER’S LOOSE-LEAF THE MUSIC STUDENT’S 
CONSTRUCTIVE HARMONY HARMONIC MATERIAL JOURNAL LEDGER LESSON RECORD 
AND IMPROVISATION AND ITS USES A convenient, concise method of taking by Leola Arnold 


care of all the records and accounts which 
by Clare Osborne Reed ‘ by Adolf Weidig MUN ean i = 


‘omprise the business end of teaching. Tust . 
comprise 3 g Price 35c¢ 


A spletccd wore on elementary Harmony A text book for the Student, Teacher, ee book but it contains everything 
which will give a practical working knowl. | and Music Lover, whose object is to de SS A brief but accurate record of the stu- 
edge of the foundation of music structure. { velop practical musicianship. A_ scholarly Full Morccco Binders, © 2:25 dent’s capabilities, efforts. and progress. 
Tt is clear, logical and gradual, covering the | work, absorbing in interest, which is en- ee: 7 ‘ Keeps the pupil alert to his own advance- 
ground thoroughly. Of inestimable value in | dorsed by the most prominent authorities Imitation Leather Binder 1.25 ment and the parents in touch with the work 
any branch of music. Price $1.50. and educators. Price $3.00, plus postage. Loose Leaves, Pkg. of 50 - «35 being done in the studio. 


CLAYTON F. SUMMY CO., Publishers 429 S. Wabash Ave., Chicago, Illinois 


Are you getting our ‘STUDY SERVICE SHEET’ for Piano? Published three times a year, each one containing the teaching 
principles and suggestions of some prominent Piano Pedagogue. Sent free on request. 
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ANNOUNCEMENT | 
EXTRAORDINARY 


Referring to a 


Ben Bernie— 
Famous Orchestra Leader 


Radical Departure from the Present and 
Past Methods of Pricing Sheet Music 


The system which has been used for many years past and is being used by nearly all 
important “Standard” Publishers today for the pricing of copyrighted sheet music publicationse 
is ten cents per page for engraved notes and ten cents for the title. This means that a 
composition of three pages of music is priced forty cents—four pages fifty cents—five pages 
sixty cents, etc. 

Believing that the high cost of teaching material, as the result of the present system of 
price marking, is detrimental to the best musical development of our children and young 
students; and realizing that the cost of music in many cases prohibits the teacher from 
giving the pupil the desired variety of useful and beneficial material. 


“One clear, rich notes 
and the beauty of the 
BrambachGrand,arethe 


expression of an ideal.”’ 


tyle B. Hand madein Mahogany. 
RAGA a ots F.O.B. °675 \ THE JOHN CHURCH COMP ANY 


~~ BEN BERNIE News York.-<.)siasks tects oicieenes 


Has Made the Radical Departure from the Present System of Price Marking by Revising 
h Their Entire Catalogue of Piano Music on the Basis of Educational Periods of the Pupil’s 
Says of the Development—or Grades of Difficulty. 

We fully realize that both ourselves, as publishers, and the composers, as royalty owners, 


will suffer financial loss if sales are not materially increased. We feel confident, however, 
that this will be realized through making possible the use of the necessary and desirable 
material for the pupil’s progress by relieving the financial burden of the parents, 

, During the primary or elementary musical education of pupils, we feel that no single 


piece of sheet music should cost more than thirty cents; therefore, 
Every John Church Company Publication for Grades One, Two and Easy Two and 
B ~ B Y G R A N D One-Half is now marked Thirty Cents Each Regardless of Number of Pages. 
During what we might call the junior high school period of a young student’s musical 
education, the cost of a single piece of sheet music should not,exceed forty cents, therefore, 


Every John Church Company Publication for Grades Two and One-Half, Three and 
Easy Three and One-Half is now marked Forty Cents Each Regardless of Number of Pages. 


URING 106 years the Bram bach During what we might call the high school period preparatory for advanced piano playing, 
the pes ree not have to pay over fifty cents each for a single composition; ae 
y very John Church Company Publication for Grades Three and One-Half, Four and Easy 
Name has enjoyed a celebrated Four we peice is now ae Fifty Cents Each Regardless a elie ao Bees hae 
: 5 : r system of grading sheet music is from one - seven, so that grade four and one-ha 
if eputation. Today this moder n instru- brings the pupil to the ek eas of the Great Masters. . : 
z 4 : r entire catalogue has been completely revised. The outstanding, successful, and 
ment, with its richness of tone, beauty noteworthy publications are now and will in the future always be available in the follow- 
£ d I A ¢ i iL | ing new editions. 
Or Models and compact size, 1s the larg- 
11 bab P di é h a THE JOHN CHURCH COMPANY 
CSUSE Ing aby gran in the woOfld, RED EDITION 
——— A Ld popular price. Distinctive Piano Compositions for Beginners. Grades One to Two and One-Half. 
Price Each, 30 Cents. 
More sounding board area and greater | THE JOHN CHURCH COMPANY 
string length than in any other little BLUE EDITION 
: f Distinctive Piano Compositions for Young Students. Grades Two and One-Half to 
grand, impart the beauty and ull Leso- Three and One-Half. Price Each, 40 Cents. 
nance of tone for which the Brambach ' THE JOHN CHURCH COMPANY 
owes its distinction. GREEN EDITION 


Distinctive Piano Compositions for Recreation and Recital Programs. Grades Three and 
’ 4 : one-Half to Four and One-Half. Price Each, 50 Cents. 
In imported woods... modern and period design 


. The first series of these new Editions is now ready. Each series comprises twenty num- 

... the Brambach Baby Grand is the most treas- bers. Every composition is an outstanding and eucceaatie one. Each series is printed 
; : . with a new dignified, classic title design printed in the respective colors. We will con- 

ured piece of furniture you can place in your tinue to issue our new publications with individual titles. Only those compositions which 
vA J yi) k have been most highly approved of by the teachers themselves will appear in the “Color 

home. Brambach dealers are prepare 10 Make Editions.” It will be a mark of distinction and success for any composition to appear in 


the “Red,” “Blue” or “Green” Editions. 


IN THE FUTURE 


No teacher will ever be in doubt as to the musical merit, grade of difficulty, or price of 
copyrighted piano compositions, issued by The John Church Company. 


ASK TO SEE 


The John Church Company “Red Edition,” “Blue Edition,” “Green Edition.” You 
know what you will get. 

We respectfully solicit your encouragement and support in our effort to make available 
the best of our catalogue at prices which will encourage the best development of your pupils. 

Order through your dealer. If not obtainable, we will be pleased to send you direct 
“On Sale” a choice selection of material suited to your needs, 


terms of purchase to suit your convenience. 


* The Brambach Piano Co., Mr. Mark P. Campbell, Pres. 
TOM 627 West Sist St, New York City. 


Gentlemen: Please send me paper pattern showing exact size 
of the Brambach Baby Grand, and beautiful brochure. 


THE JOHN CHURCH COMPANY 
By Tir Raspes oR NS pc RE SAFE cn ee a re mete Saree Te te , 1107 JACKSON STREET CINCINNATI, OHIO 
*t 
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When you write to our advertisers always mention THE ETUDE, It identifies you as one in touch with the higher ideals of art and life, 
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FASCINATING PIECES FOR THE MUSICAL HOME 
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ae JASMINE AND NIGHTINGALES 


GELSOMINI E L’USIGNUOLI 
A very popular number. Grade 4 SERENADE JAMES FRANCIS COOKE 
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* From here go back to Trio and play to Fine of Trio, then go back to the beginning and play to 4}, following with Coda 
Copyright 1928 by Theodore Presser Co. British Copyright secured 
Other Music Sections in this issue on pages 661, 669, 701 
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MAROH OF THE CHORISTERS 


march. Grade 3 


Moderato M.M. 


A capita] “indoor” 


FREDERICK KEATS 
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%* From here go back to Z’rio and play to Fine of Trio, then go back to the beginning and play to Fine 


Copyright 1928 by Theodore Presser Co. 


British Copyright secured — 
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DENIS DUPRE 


British Copyright secured 
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LE LAC ENCHANTE 


ENCHANTED LAKE 


room waltz 
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_ Copyright 1924 by Theodore Presser Co. 
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Copyright 1928 by A. Hammond & Co. 
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TRIO Meno mosso 


*% From here go back to the beginning and play to Pine; then play 7rio. 
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ALFREDA CASELLA 
OTTORINO RESPIGHI 
| EUGENE GOOSSENS 
| BELA BARTOK 
GIORGIO POLACCO 

ALEXANDRE GRETCHANINOFF 


Leading composer-conductors all! And each depending exclusively 
upon his Baldwin for that inspiration necessary to his composing and 
better interpretation. For home, for concert, for teaching, Baldwin is the 
choice of the outstanding artists. Any Baldwin dealer will gladly dem- 
onstrate. Baldwin Grands are priced from $1450 = - terms to suit you. 


THE BALDWIN PIANO COMPANY, CINCINNATI 


Mealonooin 
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«At the Baldwin» radio programs demonstrate what The Baldwin Piano Company 


is doing to promote interest in piano playing and instruction. Every Sunday eve- 


ning over W J Z and associated National Broadcasting Company stations. 


Please mention THE ETUDE when addressing our advertisers 
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RHYTHMIC ENSEMBLE BAND BOOKS 


By ANGELA DILLER and KATE STEARNS PAGE 
FOR CHILDREN’S RHYTHM BAND 


Exceptional PRE-ORCHESTRAL material are these fascinating new books of RHYTHM 
BAND. They are not a series of arrangements for toy instruments, but collections of Piano 
Pieces, with simple rhythm parts for Gong, Triangle, Tambourine, Drum and Cymbals. 


yy 
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HE SCHUBERT BOOK is the first of the series and contains: Five Valses HE FOLK TUNE BOOK contains, in addition to the regular instrumental 
Nobles, Entr’acte from “ Rosamunde,” Ballet Music from “ Rosamunde,”’ parts, a separate section given over to words and music of well-known 
Ecossaise, Minuet, Landler, Scherzo, Marche Militaire. Theobjectofthebooksis folk+songs. Simplicity of arrangement makes it possible for children of kinder- 
obvious. No more entertaining method exists, by means of which the child de- __garten age up to first, second and third grade age to participate in unison sing- 
velops in a free and musical manner his sense of rhythm; his musical taste; con- ing, accompanied by the regular band of rhythm instruments. This happy 
centration and an awakening of his sense of group consciousness. Aboveall,from combination of voices and instruments brings the work more perfectly into 
the teacher’s standpoint, they are easy and interesting to teach. Picturesshowthe the realm of PUBLIC SCHOOL music. Now an entire class of twenty to 
way to hold the instruments, and instructions forty students may participate, ten or twelve 
how to play them. The descriptive Preface constituting the band and the balance forming 
contains many other helpful suggestions. the chorus. 


Prices of Instruments 


Prices of Books 


Conductor’s Score 
and one set of 


Gong and Stick. . ..75 


Extra Piano part 
(Schubert Book) 


Tambourine... ..1.25 
Drum and Stick 1.75 
Cymbal (pair). ..1.50 


of 


Extra Piano part 
(Folk-Tune Book) 
1.00 
Other Extra parts 
each 


Special prices quoted 


25 on quantity orders 


A CLASS PIANO METHOD 
MUSIC STUDY COURSE FOR THE PIANO 


By GRACE HELEN NASH 


Schirmer’s Scholastic Series, Vol. 204, Net $1.50 


This novel and interesting work is not intended for young children, but ts 
especially designed to meet the needs of older students, those of junior and 
senior high school age and over, which, of course, includes the grown-ups who 
have left school. It is radically different from ihe usual beginner’s book. 
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A “Notes for the Teacher,” the author says: ““The older beginners on the steady growth in musicianship must parallel all playing activities. 
piano, for whom this book is written, offer the teacher a very difficult but “Technically, great speed and flexibility are not to be expected, but on 


most interesting problem. the other hand, considerable power and brilliancy are easily acquired. 
“*Because of their eagerness to learn, their advanced intellectual develop- “The muscles of the shoulder and upper arm are those most amenable 
ment and the broader technical resources to discipline in the adult or-adolescent, and 


‘ opened to them by the larger reach of the hand, it is entirely in keeping with recent technical 
Contents = di eae I he fi Pe t 
excellent results can be obtained by the iscoveries that the first work should be 

INTRODUCTION teacher nwhou ainderstands: thevemecdsummnd)  clorde, 0ctavies earpeepiog meta. a aathehe pan 


Notes for the Teacher : te XV. Small Thirds 
1, Tone Producti dapeitinen) the customary forms of finger technic. XVL Latges Foue 


Contents 


I. Chord Playing “Tt must be remembered, however, that py ee SSE XVII. Major Triads 

pa dest ordinary methods of instruction are absolutely efficient es: the usual five-finger exercises Ix. lone 

Lt Domaitecitou nese upils “Tone-quality is the first essential. A XX. Minor Triads 

VI. ae neni i Progress: must Be rapid, selections re elses vital tone is possible from the very Roe = os Marea, 
. Large Thirds e mature in name and content, and a eginning. XXIII. The Study of the 


. Pure Fourths 
. The Pedal 
. Melody Playing 


- Pure Fifths SCHIRMER’S SCHOLASTIC SERIES XXIV. CONCLUSION 


Great Compos- 
ers’ Lives and 
Works 
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Send for Complete Catalog of 


. The Dominant Supplementary Reading 
. Ensemble Playing for the Student 


. A New Rhythmical Supplementary Material 


Biter 3 East 43rd St., G. SCHIRMER, Inc., New York for oe 
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THE OLDEST PIANO MANUFACTURERS 
are the Messrs. Broadwood, of London, the fam- 
ous firm having been founded in 1742 by Bur- 
kat Shudi, whose daughter married John Broad- 
wood in 1769. This firm, like our own famous 
Steinways, has been a leader in the promotion 
of great music so that its instruments have been 
used by many of the greatest pianists and com- 
posers, including Mendelssohn, Schumann and 
von Weber. It still has on view the instrument 
on which Chopin gave his last London recital in 
1847, and also the one used by Elgar while com- 
posing “‘The Dream of Geroutius.” The latter 
bears the composer’s autograph. 
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ROSA PONSELLE made her European début 
at Covent Garden, London, on May 23rd, when 
she Sone the title rdle in ‘‘Norma.’’ It is re- 
ported that at the close of the famous Casta Diva 
there was an ovation never equalled in_ this 
historic house since the night of Melba’s début. 
The press was unanimous in its approval, with 
such phrases as: ‘‘A glorious voice, and her use 
of it... is no less glorious.” ‘Thunderous ap- 
plause greeted at intervals what is undoubtedly 
one of the finest voices of the age.” ‘‘Dramati- 
cally, Ponselle’s voice is veritably great.” “‘A 
voice beautifully rich in quality, to the lyric 
range of which is added brilliant technique in 
the upper range.’’ And Ponselle is an American 
girl, wholly American trained! 


9° 


JOSE ITURBI, the eminent Spanish pianist, 
will make his first American appearance when 
he plays with the Philadelphia Orchestra on Oc- 
tober tenth, 
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BACH’S “MASS IN B MINOR” had its 
first complete performance west of Chicago, 
when it was given on April 20th by the 
Los Angeles Choral Society. It is not. greatly 
beyond a year since New York heard this mas- 
terpiece for the first time without cuts, by the 
New York Oratorio Society under the baton of 
Albert Stoessel. 


—— 


THE GREAT SESQUICENTENNIAL OR. 
GAN has been installed in the new Ervine Audi- 
torium of the University of Pennsylvania, 
through the generosity of Cyrus H. K. Curtis. 
It is said to rank as the most magnificent instru- 
ment in any college hall or public auditorium. 
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THE MINNEAPOLIS SYMPHONY Ok- 
CHESTRA claims the most extensive itinerary 
of all the larger organizations of its kind in 
America. On its tours of the last twenty-two 
years it has given concerts in three hundred and 
fifty-four cities. 
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AT ‘THE BIENNIAL 
CONVENTION of the Na- 
tional Federation of Music 
Clubs, which met in Boston, 
from June 8th to 17th, the 
following officers were 
elected: President, Mrs. El- 
mer James Ottaway, of Port 
Huron, Michigan; First Vice- 


President, Mrs. J. A. Jar- 
dine, of Fargo, orth Dako- 
Second Vice-President, 


ta; 
pest. EN ewer Mrs. Grace Widney Mabee, 
of Los Angeles, California; Recording Secretary, 
Mrs, Abbie Llewellyn Snoddy, of Mexico, Mis- 
souri; and Treasurer, Mrs, T. C. Donavan, of 


re Pittsburgh, Pennsylvania. 
is @ 
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THE PRELUDE FROM “VIRGINIA,” an 
opera by Robert Braine, Jr., son of Mr. Robert 
_ Braine, who is so well known to Erupe readers 

editor of its Violin Department, was recently 
e radio by the 
4 under the leading hand of Wal- 
7 mrosch. | 


Editor 
JAMES FRANCIS COOKE 
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CONDENSED OPERA has been tried as an 
experiment at Ravinia Park near Chicago, where, 
because of the rather miscellaneous audience and 
the distance which many have to travel after 


the performance, it has been found advisable to- 


eliminate thirty to fifty minutes from some of 
the longer works. The innovation has been re- 
ceived with favor. 
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PATRICK CONWAY, one of the most widely 
known of our American band leaders, died at 
Ithaca, New York, on June 6th. For many 
years the Conway Band was one of the favorite 
organizations of our country. Mr, Conway also 
held the rank of Captain in the aviation section 
of the Army; and he has held positions as in- 
structor in band music at Cornell University and 
Ithaca Conservatory of Music. Captain Con- 
way was one of the most beloved men in_ his 
profession. He had the warm admiration of all 
of his performers and colleagues. 
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JULIUS P. WITMARK, one of the best 
known figures in the music publishing industry 
of the United States, passed away suddenly on 
June 14th, in New York, at the age of fifty- 
eight. Born in New York of Jewish parents, 
at the age of twelve he began a stage career 
as a madrigal boy in Mike Leavitt’s San Fran- 
cisco Minstrels. Later, as “the boy. tenor,” he 
sang with the Thatcher, Primrose and West Min- 
strel Troupe, from which he graduated into musi- 
cal comedy, making his first success in “‘A Trip 
to Chinatown.” Seeing the possibilities in pub- 
lishing popular songs, he, with his father and 
brothers, founded one of the most prosperous 
houses in this field. He-retired from the stage 
in 1901. His wonderfully sunny temperament, 
in spite of physical affliction, won for him an 
immense circle of friends. 

@ » 

‘PA LCENA (THE!) LAST 'SUPPER),” an 
oratorio by G. Francesco Malipiero, had its first 
performance anywhere, when given _on April 
18th, in Kilbourn Hall, of Rochester, New York, 
by the Eastman School Chorus and Orchestra, 
with Dr. Howard Hanson conducting. 


« » 


VERDI'S “AIDA” is to be given as the open- 
ing performance at the new opera house on 
Wacker Drive, Chicago, by the Chicago Civic 
Opera Company, on November 4th. This will be 
the third time that Verdi’s master opera has 
been an important “first” in the history of this 
company, it having inaugurated the original Chi- 
cago Opera Company on November 3, 1910, and 
having served a similar purpose on November 
13, 1922, when the name of the organization was 
changed to its present form. 


Gs dD 


OF THE $20,000,000 reported to be spent 
annually on music, exclusive of broadcasting, in 
the United States, six million goes to the thir- 
teen major symphony orchestras, about four 
million to the two leading opera companies (the 
Metropolitan and the Chicago Civic), and the 
remainder to smaller opera companies, summer 
concert orchestras, and individual artists. 
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THE SCHOLA CANTORUM and the Phil- 
harmonic-Symphony Seciety of New York will 
coéperate, during the coming season, in the 
presentation of works requiring choral and in- 
strumental forces combined. 

ag D 

MAURAGE’S “LES NOCES D'OR” (The 
Golden Wedding), an opera in one act of three 
scenes, had its American premi¢re when pre- 
sented, on April 24th, at the Tulane Theatre of 
New Orleans, by Le Petit Opera Louisianais 
(The Louisiana Little Opera), thus bringing 
New Orleans again back to mind in its former 
proud position as a “‘city of first performances.” 
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Interesting and Important Items Gleaned in a Constant Watch on 
Happenings and Activities Pertaining to Things Musical Everywhere 


A MEMORIAL TO CECIL SHARP, who 
restored the folk songs and dances to common 
usage in England, is to take the form of a 
building in the Regent’s Park vicinity, to be 
the headquarters of the English Folk Dance 
Society. The corner-stone was laid on June 24th, 
There will be an open-air theater, and the plant 
will become a national center for the traditional 
arts and accomplishments. 
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ASHEVILLE’S WEEK OF OPERA will be 
given this year by the Cincinnati Grand Opera 
Company (more widely known as the “Zoo” Op- 
era Company), from August 26th to 31st. 
“Tannhauser,” ‘‘Carmen,”’ ‘‘Dinorah,” ‘L’ Amore 
dei Tre Re,’’ “Rigoletto,’”” ‘‘Madama Butterfly,” 
“Bohemian Girl” and ‘Aida’ will be given, with 
Isaac Van Grove conducting, and with Josephine 


Lucchese, Vera Curtis, Myrna Sharlow, Ralph 
Errolle, Forrest Lamont and [red Patton in 
the leading roles. 
SSeS ee 
MUSIC AS INDISPENSABLE. TO NA- 


TIONAL LIFE is such a recognized element of 
the Fascisti program in Italy that recently five 
thousand instrumentalists were mustered for the 
anniversary celebration in the National Stadium 
of Rome, with Mascagni leading. 
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THE NATIONAL OPERATIC AND DRA- 
MATIC ASSOCIATION is a British organiza- 
tion formed “to improve the artistic standard of 
performance, to develop originality and initiative, 
and to lead societies to take a wider vision in the 
choice of operas as well as raising the level of 
works selected.”” England is now much better 
supplied than is America with amateur opera 
societies, and among these there is conducted a 
national competition to encourage superiority of 
performance. America, take notice! 


Cie 


THE HORATIO PARKER FELILOWSHIP 
in musical composition, for three years of study 


in the American Academy of Rome, has been 
awarded to Normand Lockwood of Ann Arbor, 
Michigan. 
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RIMSKY-KORSAKOV’S \““?SAR-SALTAN,” 
a musical fable, has had its first Italian per- 
formance at La Scala of Milan, with Ettore Pa- 
nizza conducting, It is in seven scenes and had 
a considerable success. 
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MR. CHARLES STRONG, at one time a 
well-known English tenor, was one of the selected 
choir for Queen Victoria’s Jubilee. He later 
sang in the choir at the coronation of both 
King Edward VII and King George V, for 
both of which events he has the medals. At 
seventy-four years of age he is still in excellent 
health and able to sing a song. 
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THE BRITISH NATIONAL OPERA COM- 
PANY showed a loss for the past year, of only 
about eight hundred and fifty dollars, as com- 
pared with a deficit of about twenty-five thousand 
dollars im the previous season. It tours Great 
Britain with a repertoire, in English, of ‘The 
Mastersingers,”’ ‘‘Parsifal, ’’ “‘Aida,’’ “Falstaff,” 
“Othello,” “Il Trovatore,” ‘Carmen,’ ‘Samson 
and Delila”’ “The Barber of_ Seville,” ‘La 
2oheme,” “Madame Butterfly,” “Cavalleria Rusti- 
eana” and “TI Pagliacci.” 
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“THE ENGLISH SINGERS” who have given 
more than three hundred concerts in America 
since 1925, will return again in October, to _re- 
main till they sail early in January for an Ori- 
ental tour, -\ remarkable example of what may 
he accomplished by a group with moderate tal- 
ents, if they but devote these to a superlatively 
tinished performance of works within their abil- 
ity! 


x MUSIC, AN INSPIRATION FOR EVERYONE - x 


Assistant Editor 
EDWARD ELLSWORTH HIPSHER 


FRANCESCO BERGER 


FRANCESCO BERGER, probably the oldest 
musician actively engaged in his profession, on 
June 10th celebrated his ninety-fifth birthday. 
Born in London, of an Italian father (a natural- 
ized British subject) and a German mother, he 
was educated in music by resident masters and 
later in the Trieste Opera, after which he studied 
with Hauptmann and Moscheles at Leipzig. 
Among his friends have been scores of those 
eminent in music; Charles Dickens was one of 
his intimates; and among his pupils have been 
Marie Corelli and Sir Hubert Parry. He has 
published hundreds of: compositions; is one of 
the most prolific of scholarly writers for musical 
journals, including THe Erupe; has taught for 
forty years at the Guildhall School of Music; 
was for twenty-seven years Honorary Secretary 
of the Royal Philharmonic Society; and but re 
cently gave up his post as senior professor at 
the Royal Academy of Music. 
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CHILDREN’S CHOIRS are a new musical 
activity attracting attention of educators. Dur- 


ham, North Carolina, now has a_ well-known 
group connected with its public school work and 
under the direction of W. P. Twaddell; and 
another of note is now in its thirtieth year, at 
Flemington, New Jersey, sponsored by the united 
churches. 
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“A LIGHT FROM ST. AGNES,’’ an Ameri- 
can opera by W. Franke Harling, had a suc- 
cessful. French premiére in Paris on the twen- 
tieth of June. It is announced in the repertoiré 
of the Philadelphia Grand Opera Company for 
the coming season. 


———————————— 


ARTURO TOSCANINI has returned to Ttaly 
from his triumphs as conductor of the La Scala 
Opera Company on -tour in Austria and Ger- 
many. On his arrival at Milan he was met by 
the leaders of the Fascisti and the Governor of 
Milan who presented him «a personal telegram 
of congratulations and thanks from Mussolini. 
He was then taken triumphantly, in the private 
coach of the city, to his home, where he received 
from the public officials a jeweled baton. 


@ D 
WAGNER LETTERS, SCORES and docu- 
ments, in large quantities and of inestimable 


value, have been discovered in a London safety 
deposit vault. They are supposed to have been 
collected by a Mrs. Burrell, who was an enthusi- 
astic collector of Wagneriana during the later 
years of the master’s life. 
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DR. HUMPHREY J. 
STEWART’S © seventy-third 
birthday was celebrated at 
the Spreckels organ pavilion 
of Balboa Park, San Diego, 
California, on May twenty- 
second, In recognition of his 
long service as official organ- 
ist, a program of his compo- 
sitions was rendered, after a 
congratulatory address. by 
Mayor Clark. The Little 
Symphony Orchestra and the 
San Diego Choral Socicty, both under the diree- 
tion of Gino Marcelli, gave selections from Dr, 
Stewart’s grand opera, “Montezuma,” and from 
his oratorio, “The Hound of Heaven;” and, fol- 
lowing a group of his “Yosemite” songs inter 
preted by Lena Frazee. his cantata, “The Flag 
of the Free,” for quartet, chorus and orchestra, 
was presented by the united forces. 
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A “SONATA PER VIOLINO E CEMBALO,” 
autographed by J. S. Bach, has been discovered 
at Eisenach. The work was performed from 
manuscript, perhaps for the first time since the 
master’s death, on June 8th, at the seventeenth 
Bach Festival at Leipzig. 

(Continued on page 708) 


Hounpnery J. Stewart 
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Soloists and Choirmasters will find Excellent 
Suggestions in These Selected Numbers. There 
are Many Satisfying Numbers Here for Those 
Who Get Solace, Inspiration or Enjoyment 
| Through Sacred Music in the Home. 


Sacred Songs for High Voices 


Cat. No. Title Composer Range Price 
| 19934 - His Almighty Hand Bernard Hamblen E to g $0.50 
| 19577 Is It For Me? R. M. Stults F to G 30 
| 18399 Cling to The Cross Daniel Protheroe E to g 50 
| 3276 1 Heard the Voice of 
Jesus Say F, G. Rathbun d flat to a flat 50, 
5326 Jesus, Lover of My 
Soul H. C. Macdougall ‘FF to g 60 
19822 Eternal Light! A. Buzzi-Peccia c to F 60 
One 7268 Only Waiting T. D. Williams E to g 30 
| 12656 God Be Merciful toMe F. L. Percippe F to a flat 50 
18475 Oh Master, Let Me 
Walk With Thee Paul Ambrose E to g 40 
17514 Bend Low, Dear Lord Will H. Ruebush E flat to ¢ flat 40 


| 16843 I Know In Whom I 
. i. | | _ eur ave: “Believed Je berscott d tog AG 


16547 Children of the 
Heavenly King R. M. Stults c to g 40 
WHOSE 22860 Dear Lord and Master 
sae gees wae W. Berwald E flat to a flat a 
| 23277 Be Near Me, Father W. M. Felt E flat to g flat 6 
PIANO CLASSES OF FIFTY IN | 23605 When I Survey the ae : 
THE BOSTON PUBLIC SCHOOLS Wondrous Cross Lawrence Hope E flat to g 50 
HAVE RECEIVED UNQUALIFIED Sacred Songs for Voices of Medium Range 
Cat. No. Title Composer Range Price 


ENDORSEMENT 19932 Master, I Would Foi- 
| | low Thee 

7270 Close to Thee 

19885 Lead Thou Me On 


Paul Ambrose E flat to F $0.50 
C. S. Briggs c to F 50 
R. M. Stults E flat to fats 50 


ces - | | 9684 The Earth is the Lord’s T. D. Williams F to F 40 
— Announ 18963 Pardon and Peace. S. Morrison d to F 40 
18863 Open My Eyes, O Lord R. M. Stults d to E flat 35 
| 18477 If Any Little Word of 
Mine Paul Ambrose E to F 40 
Normal and 18582 Saviour Divine William Baines E flat to F 40 
23604 When I Survey the , : 
Correspondence Courses Wondrous Cross Lawrence Hope d flat to F 50 
Sacred Songs for Low Voices 
| Cat. No. Title Compose Rang Pri 
IN 3740 I Heard the Voice of ia ae a 
Jesus Say F. G. Rathbun b flat to F $0.50 


19147 Saviour Breathe An 
Evening Prayer 


PIANO | ee 
19933 Master, I Would Fol- 
CLASS INSTRUCTION VW ssa’ alow Thee 


Jesus, Lover of My 
| Soul H. C. Macdougall c to E flat 60 
FOR PRIVATE TEACHERS AND. | 19929 Eternal Light A. Buzzi-Peccia b flat to E flat — .60 


Paul Ambrose cc to E flat (Opt. F) 40 


Paul Ambrose c to D 50 


| 9685 The Earth is the Lord’s T. S. Williams d to D A0 
MUSIC SUPERVISORS | 19956 Christians Triumphant Richard Kountz ¢ to D (Opt. E flat) AS 

22537 They That Trust in the : 
eed noe Ee A. W. Dortch . b to E flat 00 

: 2275 3e Thou My Guide Ruth C. Dovenspike _ 
361 Austin Street ss and Gerall G. Dovenspike b to E 50° 
ws | 22670 Some Morning, O Some 
West Newton, Mass. | | Morning Mrs. R. R. Forman cc to D 40 
23603 \When I Survey the 

Wondrous Cross Lawrence Hope b flat to D 50” 


Catalogue Showing Portions of Sacred Songs and Duets Sent Free on Request 


CHURCH AND HOME SACRED DUETS 
COLLECTION OF SACRED SONGS For AIP Vatoee Pies ieder 


High Voice i) _ Price, $1.00 Duets for practically all combinations of 
Phe 18 sacred songs in this album are 2 voices. Real contributions to the musi- 
splendid in their combination of melody © Ca side of a church service Many choir- 


ae 


| and religious expressiveness. 


CHURCH AND HOME 
COLLECTION OF SACRED SONGS 
Low Voice Price, $1.00 

A companion volume to the above. It 
contains 19 fine sacred songs for low 


voice. 
CHURCH SOLOIST 
High Voice Price, $1.00 
Nineteen good sacred solos giving so- 
pranos or tenors an excellent church rep- 
ertoire for a nominal outlay. 


CHURCH SOLOIST 
Low Voice Price, $1.00 
Nineteen sacred solos especiz lly selected 
for their suitability to low voices, 


FOUR SACRED SONGS 


By David Dick Slater Price, $1.00 

Four original songs of a devotional 
character. They display the best of musi- 
cianship together with inspired melodic 
qualities, 


masters keep several copies of this collec- 
tion on hand to fall back upon when the 
choir “turn-out” is poor. 


SUNDAY PIANO MUSIC 


Price, $1.00 
Pieces of moderate difficulty admirably 
adapted for Sunday piano playing at home 
or church. 


TRANQUIL HOURS 


For Piano Solo Price, $1.25 

A collection of piano music of a quiet 
character. Suitable for drawing-room or 
concert use, as well as for Sabbath-day 


playing. 
REVERIE ALBUM 

For Piano Solo Price, $1.00 

Twenty-three melodious and expressive 
pieces in the nocturne and reverie style; 
very acceptable for Sunday playing or at 
any religious gathering where a piano is 
used, 


& THEODORE PRESSER CO. 
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F all the quacks who are ready to sell through-tickets 
() on the road to mastery, none is so misleading as he who 

advertises that the glorious goal can be reached without 
work—hard, earnest, solid work. There are no Pullman cars 
to musical triumph. He who gets there walks every step of the 
way. The honest teacher’s main job is to see that the student 
is piloted to success in the shortest possible time, with the fewest 
missteps. This does not mean that the road should be dull, 


uninteresting or disagreeable. On the contrary, each day 


should be a delight, a new thrill, a page from the book of adven- 
ture into the loveliest country in the world. 

Your Editor has been concerned in the preparation of a 
very large amount of juvenile educational material which has 
had very wide adoption. In participating in the recent works, 
“Music Play for Every Day” and its sequel, “Happy Days at 
Music Play,” the first aim was to provide material for young 
folks that would be irresistibly charming, that would in itself 
advertise the enchanting beauty of the art, so that children 
would find in it the 
incomparable fascination 
which was often denied 
their ancestors who were 
started in music study as 
though they were enter- 
ing a kind of penal serv 
itude at the treadmill of 
the keyboard. 

The whole new 
school of juvenile musical 
pedagogy is dedicated to 
the fine purpose of mak- 
ing music study delect- 
able instead of detest- 
able. Many = splendid 
pioneers are working in- 
tensively for this end. 

There is one hazard, 
however, which we can- 


Che Road to Wylastery 


real charm, great personal force, a mind of scintillating bril- 
liance, and a broad human outlook upon life. It is wholly 
stupid to compare Mr, Godowsky, at any stage of his artistic 
career, with the average pupil. If the truth were known one 
would doubtless find that in obtaining his results as a child he 
actually practiced inordinately at pieces, assimilating with light- 
ninglike rapidity, and actually doing an amount of work, to 
achieve his ends, that would stagger the ordinary student. Who 
can say that with careful drill Mr. Godowsky might not have 
been spared a great deal of needless effort? Nothing is so ter- 
rible in music as a kind of military monotony in practice. Care- 
ful drill mixed judiciously with delightful music is, however, a 
very different matter. 

THe EtubeE has always been very frank and truthful in 
reporting the opinions of great pianists, in the various confer- 
ences presented. These have covered most of the great artists 
of our epoch. Where certain performers have advocated aban- 
doning exercises and studies for pieces or extracts from pieces, 

we have always noted 
that they were of the 
type of musical genius 
‘inclined to consider only 
types similar to them- 
selves, which are after 
all in no way representa- 
tive of the average stu- 
dent. They are no more 
to be compared with the 
pupils who need regular 
drill than is the hum- 
ming bird to be com- 

pared with the eagle. 

All our experience 

in practical teaching and 
our contacts with musi- 
cal educators and institu 
tions here and abroad 
makes us strong in the 


not refrain from men» LAUSANNE, SWITZERLAND, WHERE THE MOMENTOUS ANGLO-AMERICAN MUSIC opinion that a certain 


tioning. We do not re- 
fer to the unmentionable charlatans who advertise that marvels 
may be accomplished over night, with little expense or effort. 
Mushrooms may be produced in that manner but never oaks, 
to say nothing of roses and apples. The lasting things take 
time for their development. They also take work. There is 
no substitute for work. We particularly desire to point out to 
ETupDE readers that, in all history, most of the worthwhile plans 
for piano study have included ample provision for thorough and 
liberal drill in scales, arpeggios, exercises and studies. 

In recent years we have the instances of a few great vir- 
tuosos who truthfully state that they have never had real teach- 
ers, never have studied regularly, and never have used scales 
or exercises. One of the outstanding instances of this is Leopold 
Godowsky. Your Editor has had the privilege of knowing Mr. 
Godowsky very well indeed and has often discussed these mat- 
ters with him. 

Godowsky has a technic which is uncanny and is the envy 
of all pianists. Many other plavers of the instrument have 
referred to him as the outstanding pianist of the era. He has 


CONFERENCE WAS HELD IN AUGUST. (SEE PAGE 654.) 


amount of real work, 
such as scales, arpeggios, exercises and studies, is not merely 
indispensable to worthwhile educational results of a sound 
character, but that in the end it is an enormous saving of time 
for both pupil and teacher, as well as of expenses to the 
parent. 

The suspicion that the right kind of drill destroys artistic 
feeling is belied by Liszt, Rubinstein, Paderewski, Gabrilo- 
witsch, Hambourg, Carreno, Bloomfield-Zeisler, Lhevinne, and 
scores of others who have literally been ‘drilled to death” by 
great master teachers from Czerny and Leschetizky to the 
present. 

The average teacher will not encounter a genius of the 
type of Godowsky in a lifetime. In the meanwhile judicious 
drill is indispensable. 

If we fall into the egregious error of taking the struc- 
tural vertebrae out of our musical educational methods, by re- 
moving real work, American progress in the tone art will die 
of potential collapse. 

Work is the master key of the masters. 
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A LASTING INVESTMENT 


A PIANO costs just about as much as an automobile. 

Having made that vague and somewhat stupid statement 
we shall make clear some points of difference which are of 
economic concern to the general public. There are pianos 
which can be bought for very small sums, comparatively speak- 
ing. They compare with certain invalided motors sold on the 
market under the euphemistic title of “‘used cars.” Other 
pianos, with decorated cases bearing the signatures of great 
artists, like that made by Sir Alma Tadema, may bring as 
high as $20,000. However, the average good piano costs about 
as much as the average good automobile in the respective classes. 
The “fixins,” that is, the case or the body, are extra. 

Both the piano and the automobile represent important in- 
vestments in these days of cyclopean progress. Automobiling 
is one of the favorite sports of ‘your editor, and he has driven 
cars a distance equivalent to six times around the earth. A fine 
car, an excellent road in our endlessly wonderful country and 
a party of appreciative companions—these give a thrilling op- 
portunity for enjoyment. 

Recently, while whizzing through our lovely southland, it 
came to us to compare the investment values in automobiles and 
in pianos. A fine piano we know, bought in 1904 and used 
in a home of a very musical family, is to-day quite as stately 
in appearance and as beautiful in tone as when it was pur- 
chased. A generation of different players has enjoyed it hugely. 
In the same period this same family has owned no less than 
twelve automobiles, ten of which have disappeared entirely 
In the piano market there are no “yearly models.” Of course, 
one does not go cavorting around the land at forty or fifty 
miles an hour on a piano, but nevertheless the average piano 
of fine make is made to stand a terrific amount of “punishment.” 

All a fine piano needs is careful attention four times a year 
by a really good tuner. This incurs an annual operating cost 
of probably $25 at the most. No gas, no oil, no battery trouble, 
no tires, no repairs. The operation and deterioration of a series 
of cars during the life of the piano we mention would have 
cost a small fortune—certainly not less than $25,000. 

A fine piano is one of the most “worth-while” investments 
in our interesting modern life. As the center of the home of 
culture, it brings mental stimulus, imagination, inspiration, en- 
tertainment, solace, poetry, color, love of home, and a hundred 
and one priceless advantages without which our much mechan- 
icalized and ‘‘forced-draft” existence might lead to a mere 
whirligig of restless activity with no ultimate elevation of the 
soul. 


THE STUDIO CLOCK 

VERY music studio should possess a good clock. The cant 
E of certain moon-eyed musical hypocrites who excuse their 
own shiftlessness by a rebellion against the systematic operation 
of their educational work deserves no comment now save that 
in comic papers. When.your editor was a young music student 
he had a teacher who frequently kept him waiting in the ante- 
room for long periods while the pupil preceding him received 
instruction. His excuse always was that music was an art, and 
that therefore he could not work upon a regular schedule. 

It did not take long to discover, however, that the teacher 
preferred not to be held down by anything like a schedule. 
If he arose late in the morning the whole day was askew. If 
he had an attractive young lady pupil he prolonged the lesson 
with descriptions of his own extraordinary importance—and 
the next pupil paid the bill. 

The only sensible teaching plan makes the observance of 
the clock necessary. The most skillful teachers we have known 
have been those who take the given lesson period and so ap- 
portion the time that the pupil has had a well-rounded lesson 
when the hands on the clock point to the end of the period. 
This is not always an easy matter, but in the long run it is by 
far the best for all concerned. 
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A PASSING CLOUD IN THE SKY 


pe WALTER RABL, the extremely able director of the 
German Opera Company which toured America during 
the past season, had his own opinions about the ultra-modern 
music of Austria and Germany. Dr. Rabl has made a splendid 
reputation abroad, as a Wagnerian Conductor—especially dur- 
ing six years in Madrid and many years in Vienna and 


~ Magdeburg. 


“It is only a. passing cloud in the sky,” he remarked to us. 
“This modern music will be gone before we know it. I do not 
refer to the wild music of the tempestuous composers of Russia, 
Moussorgsky, Scriabin and Stravinsky, who, speaking in a 
natural. idiom, seem to have something to say which is enor- 
mously interesting to musicians and to the world alike. How- — 
ever, when people of totally different race and culture, as, for 
instance, the Teutonic composers, attempt to do this stuff, the 
result is like grafting antlers on the eagle. It produces some- 
thing very disturbing but wholly unconvincing. Most of the 
serious musicians are annoyed by it rather than moved. Being 
abnormal, it is not destined for permanent existence. 

Dr. Rabl’s opinions are identical with the stand we have 
taken. We have evidence that the curious demand which 
existed a few years ago for any kind of a queer mess of discords, 
dished up by a composer with his tongue in his cheek, is 
gradually diminishing, as it should. 


MUSIC IN 18?? 
I; you were born in 18?? instead of 1920 your. musical past 
has of course been totally different from that of the child 
of today. : 

In 18?? there was really comparatively little music in the 
world—that is, available music. If you were born in the 
country your musical horizon thirty or forty years ago was 
defined by the one-manual, hand-pumped pipe organ that might 
be heard in church on Sundays, the village choir and possibly 
the village band, Uncle Hal’s fifteen dollar “strad,” the Estey 
Parlor Organ, brother Charlie’s accordion behind the barn (or 
was it a mouth organ or a jew’s-harp) and, let us hope, your 
mother’s sweet voice singing Bonnie Sweet Bessie or Just a Song 
at Twilight. 

The radio was an unthinkable dream, and at that time the 
phonograph was to most a mechanical tom cat with the asthma. 
Anyhow nobody ever thought of owning a phonograph; it was 
something to marvel at at the country fair, not to enjoy as a 
musical instrument. Who would ever have imagined that one 
day the phonograph in miraculous perfection might become 
a household necessity? 

We were born in the city and had a piano, heard concerts, 
went to the theater and to the opera. My, what advantages! 
When we started to study the piano the teacher, a sad-visaged 
widow embittered with life, who worshipped scales as the 
Mohammedan worships the East, started with scales at the 
keyboard and taught us nothing but scales for nearly six 
months before ever opening a book or giving us any idea of 
musical notation. She did her best to frustrate our musical 
progress by concealing any possible charm or loveliness that 
music might have. The result was that we thought of music 
as a kind of bone-yard filled with ebony and ivory bones which 
had to be rattled in various rhythms for the torture of youth. 
She was the inspiration of a determination in later years to 
create an irresistibly delightful first instruction book for little 
children. 

The child born in 1920 has an entirely different aspect of 
music largely because there are a thousand opportunities for 
hearing lovely music to-day where there was one in 18??. The 
sound reproducing instruments, the radio, the public schools 
and the movie theaters are largely responsible for this change. 
When the child starts music study with such work as ‘Music 
Play for Every day” each hour becomes joy. More than this, 
the modern educational methods make his whole training from 
the stand-point of musicianship vastly more thorough and far 
more rapid. Surely the little folks of to-day are wonderfully 
blessed with musical opportunities and musical delights. 
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THE ROYAL CONSERVATORY OF MUSIC OF BRUSSELS 
MARSICK THOMSON MUSIN, 
Brussels, the T¥lusical Gem of Euro pe 
: Eighth in the Series of PCusical Gravelogues, Intimate Visits to Historic Ptusical Shrines 
: By James Francis Cooxe 
Part I 
ig TOOK the greatest war in the his- These Travelogues, in the issues as announced, have covered the following relegated to brick and stone alone. There 
3 tory of man to bring the world at musical centers. Some have been lengthy, running through two issues, but is a picturesqueness about the life and the 
large to realize that, nestled away in each part has been independent of the other: “Naples is a Song’ (May and ceremonies that is reminiscent of a far 


Belgium, was an arsenal of national dyna- 
‘mite so powerful and so well controlled 
that it actually tripped up the most pro- 
digious military machine ever conceived by 
.man. However much Belgium may have 
lost in the Great War, however terrible its 
sacrifices, nothing else could have occurred 
that would bring so vividly to the attention 
of the world those amazing qualities of 
courage, leadership and intensity of pur- 
pose that were revealed at Mons, Louvain 
and Ypres. 

._ The giant hero King and his gracious 
Queen naturally became world figures over 
night. Gradually it leaked out that, in the 
royal palaces, both cultivated music with 


real devotion to the art and that the queen: 


is practically a violin virtuosa. Then Mr. 


June, 1928); “The Grandeur That Was Rome” (July and August, 1928); “Must 
in the City of Flowers” (September and October, 1928); “Milan, the Shrine of 
Opera’ (November and December, 1928); “Venice, the City of Dreams’ (Janu- 
ary and February, 1929) ; “Music on the Moon-Kissed Riviera” (March and April, 


1929); “Paris, the Inimitable’ (May and June, 1929). 
appear “A Visit to the Daughters of Robert and Clara Schumann;” 


In November there will 
and in the 


following December and January. will be published “Music and the Mad King.” 
This very much demanded series will be continued indefinitely. 


State with an area of 900,000 square miles 
and untold wealth. African Belgium is 
about eighty times the size of the mother 
country. 

Modern Belgium dates from about 1830, 
when the country revolted against the 
Dutch. Previous to that time the land had 
been dominated in turn by the Romans, the 
Franks, the Spaniards, the Austrians, the 


Living in the Past 
RUSSELS has been called “the little 
Paris.” There are some points of re- 
semblance but far fewer than the visitor 
has imagined. We pass along the beautiful 
shaded boulevards to the more congested 
sections where the life in the streets is very 
obviously French and in no way Dutch or 
German. Many of the shops have a Pa- 


more colorful past. The commingling of 
today and yesterday is an extraordinary ex- 
perience for the visitor. We visited, for 
instance, the preliminaries of a civil wed- 
ding (which may precede that of the 
church). This was pronounced at the 
City Hall, in a marvelous Gothic room 
which made us pinch our American made 
garments to ascertain whether we were 
really living in the twentieth century. M. 
Adolphe Max, the hero mayor of Brussels 
during the Great War, officiated. He was 
dressed in. most impressive robes of his 
office and attended by assistants garbed in 
ancient costumes of singular effectiveness. 
The ceremony was heautiful and dignified 
and wholly unlike the civil marriages in 
America, which only too often have all the 


and Mrs, Public discovered that Belgium French and the Dutch. The languages of risian atmosphere. On the whole, however, pomp and ceremony of an arrest for 
‘is a nation of music and possibly reflected Belgium are Flemish and French. Many the likeness ceases there. Paris is flat save speeding. 
that music may have contributed some- of the citizens of Brussels speak German; for Montmartre; and Brussels, except for There is so much that is picturesque 


‘thing to those spiritual forces which gave 
‘the land its dynamic power. Certainly 
fiddling Belgium was the opposite of a land 
of weaklings. When you travel through 
-the country by motor, for long distances, 
you are impressed first of all by the look 
of great and concentrated strength in the 
faces of the common people. Surely this 
is a tiny land of great moment in history. 
And, with this, little Belgium supports 
some of the finest musical conservatories 
in the world. 


A Land of Industry 


ELGIUM is less than one-fourth the 

size of New York State. Its popula- 

tion is 7,874,601. Naturally this relation- 
ship results in one thing—Belgium is a 

huge factory. Indeed one is surprised that 

there is room for so many farms and that 

there is a real pastoral population. Its 

mineral riches of coal, iron, lead, copper, 
zine, calamine, manganese and other im- 


English is heard here and there, but not 
to the same extent as that encountered in 
Paris. 


the lower town, is on high hills. Its grand 
place or town square ‘s rich in its medieval 
memories. Best of all they are not yet 


about this city square alone that for the 
nonce we wish that we were Burtou 
Holmes or Newman and might dwell upon 
the beauties of this museum of other days 
with the gorgeously carved house fronts 
and its wonderful ensemble of structures 
rich in romance. (Look! just across the 
street is the house in which Victor Hugo 
wrote Les Miserables.) Here in 
are splendid art galleries, including the 
queer collection of pictures by one artist 
named Wiertz, in a museum endowed by 
the painter. The subjects are often start- 
lingly original, executed with fine crafts- 
manship, and sink into the memory with 
unusual vividness. Wiertz, however, was 
a most eccentric fellow; and many of 
his morbid pictures would make fine mural 
decorations in a morgue. 


3russels 


A Noble Lineage 
HE ROOTS of modern musical Bel- 
gium reach at least down to the 
fourteenth century when this country was 
under the dominion of those momentous 


portant products, combined with the high 
intelligence and industry of the people, 
have made this country one of the foremost 
_ manufacturing centers of the world. In 


O° ite gia the Kongo Free 
a. . 


patrons of the arts, the four great Dukes 
. of Burgundy, Philip, the Bold (died 
1404), John, the Fearless (died 1419), 
Philip, the Good (died 1467), and Charles, 
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the Bold (died 1477). Painting and_mu- 
sic owe an enormous debt to these splen- 
did men who fostered these arts with 
signal enthusiasm. Although their terri- 
tory reached from the North Sea to the 
Mediterranean, it was in the Netherlands, 
and particularly in that part now con- 
stituting Belgium, that much of the im- 
portant work was done. Gilles Binchois 
(died 1460), born near Hainaut, Guillaume 
Dufay (died 1474), born near Hainaut, 
Jean de Okeghem (died 1495), born near 
Termonde, Josquin des Prés (died 1521), 
born at Condé, Adzian Willaert (died 
1562), born at Burges or Roulers, Or- 
landus Lassus (died 1594), born at Mons, 
are obviously Flemish composers born in 
Belgium territory. Remove these names 
from musical history and we take away 
some of the great foundation piers of the 
art. 


The Land of the Violin 
N MORE RECENT YEARS Belgium 


has ‘become known as the land of the 


violin. Not that its musical development 
is in any way restricted to this. instru- 


ment; but so many great masters of the 
instrument have been produced in Bel- 
gium, and so much important educational 
work has been done right down to the 
present time, with the internationally emi- 
nent achievements of the great Crickboom, 
that musicians throughout the. world look 
for superior excellence in the development 
of the art of violin playing in Belgium. 

It will be a highly profitable experience 
for any music lover to consider for just 
a moment a few of the great violinists 
and violin teachers who have come from 
Belgium. 

Charles Auguste de Bériot was born at 
Louvain in 1802 and died in the same 
city in 1870. He was the son of aris- 
tocratic parents. His talent became mani- 
fest at a very early age, and he made 
his juvenile début at the age of nine, play- 
ing a concerto of Viotti, At nineteen he 
went to Paris and immediately became a 
favorite in the French Court. In 1836 he 
married the famous prima donna, Ma- 
dame Garcia-Malibran. From 1843 to 1852 
he was the professor of violin playing at 
the Brussels Conservatory. Blindness and 
paralysis forced his retirement. His edu- 
cational works are still highly valued. 
Among his celebrated pupils was Henri 
Vieuxtemps. 

Henri Vieuxtemps was born 
viers, Belgium, in 1820 and died in AI- 
giers, Africa, in 1881: His father was an 
instrument maker and piano tuner. When 
he’ was nine years old he was placed-.with 
de Bériot at Brussels. For a time he 
studied in Vienna. He then commenced a 
long series of tours, always endeavoring 
to improve himself through the best avail- 
able instruction in the countries he visited. 
Thus he studied composition with Reicha, 
while at Paris. He visited America three 
times, touring with great success.. From 
1871 to 1873 he was Professor of Violin 
Playing at the Brussels Conservatory. 
Like de Bériot, he was also afflicted with 
paralysis and was forced to retire. 


Hubert Léonard, 


at Ver- 


who was born near 


Liége in 1819 and died at Paris in 1890, was . 


the successor of de Bériot as leading pro- 
fessor of violin playing at the Brussels 
Conservatory (1847-1867). This distin- 
guished master, who also spent much 
time. teaching in Paris, gained the ad- 
miration of the musical world for the 


serious, earnest character of ‘his  peda- 
gogical work. His influence -upon his 
pupils was immense. He wrote many 


valuable educational works. Among his 
famous pupils was the French violinist, 
Henri Marteau, and the distinguished Bel- 
gian violinist, Martin Pierre, as well as 
Joseph Marsick (born at Liége in 1848) 
who succeeded Massart as Professor of 
Violin Playing at the Paris Consery atoire 
in 1892, 

Lambert-Joseph Massart, es was. born 
at Liége in 1811 and died at Paris‘in 1892; 
was famed for his eminent pupils. during 
the time that he was professor of violin 
playing at the Paris Conservatory (1843- 
1890). These included Henri Wieniawski 
(born in Lublin, Poland, 1835, died in 
1880), M. P. J. Marsiek and Pablo Martin 
Melitow Sarasate y Navascues, known as 
Pablo de Saraste (born at Pamplona, 
Spain, in 1844 and died at Biarritz in 1908) 
one of the most brilliant figures in the 
violin world. Although he also studied 
with Alard he came under the influence of 
Massart. 

Ovide Musin (born near Liége in 1854) 
was a pupil of Léonard at the Liége Con- 
servatory and followed him to Paris where 
he wen the gold medal for solo and for 
quartet playing. He toured Europe with 
great success and in 1883 he came to 
America. Since that time most of his 
work has been in this country, save for 
the period when he returned to Liége as 
the successor of César Thomson as violin 
professor at the conservatory. Because 
of ‘the vast number of his concerts in 
America, the influence of Musin upon the 
violin. playing of our j)country has been 
very important. 

César Thomson (born at Liége in 1857) 
was a student of Vieuxtemps, Leonard, 
Wieniawski and Massart. Thomson's ex- 
perience was especially broad and valu- 
able, covering many important posts’ in 
Europe, as well as tours. In 1894-95 he 
toured the United States. In 1898 he 
succeeded Ysaye as Professor of Violin 
Piaying at the Brussels Conservatory. 
When the great war began he moyed to 
Paris and became Professor of violin play- 
ing at the Paris Conservatory. Later he 
came to the United States and conducted 
master classes at the Ithaca Conservatory 
of Ithaca, New York, 

Eugene Ysaye was born at Liége in 
1858. He was a pupil of Wieniawski at 
the Brussels Conservatory, but later went to 
Paris to study with L. Massart. This heroic 
master is so well known as a performer 
and as a conductor in America that com- 
ment is unnecessary. In 1918 he was en- 
gaged as conductor of the Cincinnati Sym- 
phony Orchestra and served for four years 
with brilliant success. 

Mathieu Crickboom (born at Hodimont 
[Liége] in 1871) is now the reigning sensa- 
tion in the violin pedagogical ..world of 
Europe. Crickboom was a pupil of Ysaye. 
From 1888 to 1894 he was a member of the 
Ysaye Quartet, and for the next two years 
he was leader of a quartet at the Société 
Nationale of Paris. In 1919 he was ap- 
pointed Professor of violin playing at the 
Brussels Conservatory. Not content with 
the prodigious labors of his predecessors, 
he started to create a method and graded 
course for violin playing which must be 
regarded now as the very last word in 
the art of violin teaching. Its wide adop- 
tion and success throughout the world is the 
best evidence of its extraordinary merit. 


(To be continued in October) 


Report Cards for Piano Pupils 
By Mrs. W. Henry HERNDON 


Tue monthly. report card from school 
is eagerly looked for, both by pupil and 
parent, So why not try giving the piano 
pupil one? 

Let the pupil know at every lesson just 


what he has made on his scales, exercises, 
pieces, fingering and’ counting. If he sees 
he is making a’ poor grade he will try to 
improve his next lesson not so much with 
the lesson in his mind as the grade. 
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A DEPARTMENT OF REPRODUCED Music 


By Peter Hucu Regp 
A department dealing with ae Discs and written by a specialist. All Master 
Discs of educational importance will. be considered regardless of makers. 
relating to this column should be addressed “Tue Erupe, Dept. of Reproduced Music.” 


Correspon 


HAT - INTIMATE spell of a 
wholly satisfying musical beauty 
which the piano can give in a 
small hall or a private salon is beginning 
to manifest itself upon records, now that 
the recording director has found the art 
of epitomizing in the wax this instru- 
ment’s all-too-ephemeral tone. Too, since 
reproduction has grown more opulent, the 
result is a realistic charm which threatens 
to outdo the reproducing piano. Music- 
lovers and students of this instrument will 
welcome such piano discs since they pre- 
sent a veritable harvest of fine material. 
In the Victor export list we discover Ben- 
no Moiseivitch, that graceful lyricist of 
the keyboard, in fine performance of Cho- 
pin’s Scherzo, opus 31, on disc No. 6920, 
and the lovely Impromptu in A Flat, opus 
29, coupled with the brilliant and showy 
Polonaise in B Flat, opus 70, No. 3, on 
disc - No. 6921. Arthur Rubinstein, the 
Polish pianist, whose unusual talent has al- 
ways found satisfactory expression in his 
own countrymen’s music, plays Chopin’s 
Barcarolle in F Sharp, opus 60, on Victor 
disc No. 7011, and also his Valse in A 
Flat, opus 30, No. 1, coupled with Schu- 
bert’s Impromptu in A Flat, opus 90, on 
Victor disc No. 7012. We discover, also, 
Claudio Arrau, the youthful Brazilian pi- 
anist, who is ever a pleasure to hear, in 
perfect performances of Chopin’s Valse in 
F Major, opus 34, No. 3, coupled with the 
Liszt arrangement of Schubert's Hark, 
Hark the Lark, on disc No. 4101. And 
then, from disc No. 9340, we heard him 
play Busoni’s effective. Chamber Fantasy 
from “Carmen,” and again, from disc No. 
4102, Liszt’s Valse Melancolique. 

From Columbia record No, 50149D, we 
heard Myra Hess, that graciously resilient 
“queen of the piano,’ in Griffes’ lovely 
White Peacock and also in a piano ar- 
rangement of Manuel de Falla’s brilliant 
Dance Ritual of Fire. Muriel Kerr, a 
young pianist, one of the winning contest- 
ants in. the Schubert Memorial Contest, 
contributed appreciable performances of 
two Etudes by that much neglected Rus- 
sian composer, Scriabin, on Victor disc 
No. 4113; and Isabelle Yalkovsky, another 
winner in the same contest, likewise played 
Godowsky’s Old Vienna and Debussy’s 
Prelude in A minor on disc No. 4115. 

Another recorded interpretation of the 
Schumann Piano Concerto has been issued, 
this time by Columbia in their set No. 114. 
Fanny Davies who enjoys the distinction 
of having been a favorite pupil of Clara 
Schumann’s plays this work in the new 
recording. Her performance displays a 
deep understanding and appreciation of 
Schumann's score. It is undeniably a re- 
markable one, doubly so, in fact, because 
this artist although now in her sixty-ninth 
year, still retains a youthful vivacity mani- 
festing itself in a nervous energy that does 
not, however, seem amiss in this composi- 
tion. The recording is happily realistic. 


The Symphonic Freshet 

HE ORCHESTRAL. deluge which 

the moving actuality of electrical re- 
cording has fostered continues its over- 
flow. Being unable to possess more than 
a small share of this great mass one is apt 
to find considerable difficulty in select- 
ing. It is our dearest wish that the com- 
pilation of our reviews will help our read- 
ers in choosing from the large lists. That 


Anton Bruckner (1824-1896) who created 
nine symphonies of great length has bee 
practically neglected on records is a aa 
not difficult to comprehend; for, although — 
a master architect anda clear melodist, his 


poetic ideas. The best of Bruckner is more 


a 


musical augmentation is too often lacking a 


often found in his slow movements, where — 


his harmonic changes have a retrospective 


beauty. 
for that reason one of the most enjoyable 

of his symphonies has been recorded re-- 
cently by Polydor, in an exceptionally — 
fine manner. This is the “Seventh Sym- 

phony.” Jascha Horenstein, a compatriot — 
of the composer, conducts the Berlin Phil- 


Undoubtedly the most popular and — 


harmonic Orchestra through an impres- — 
sive reading of this work, which in the re- 
cording takes seven well-filled discs. a 


La Péri, a poem of the dance by Paul 


‘ 


Dukas, the French composer, has been 
recorded by Columbia. Here is an exotic 
musical treat which, if one can conjure’ 
up the activity of the tale in an imagina- 
tive picture, becomes doubly fascinating in 


its unfoldment. 


the annotations included with the set. La 
Péri is an eastern fantasy which is richly 
scored. Gaubert and the Paris Conserva- 
tory Orchestra, whom Columbia have in-~ 
troduced to us before, perform this work ' 
in an admirable way. Set No. 113. 


Two discs which should not be missed — 


by the discriminating record buyer are 


Columbia’s, Nos. 67578 and 579D, contain- — 
from 


ing De _ Falla’s Three Dances 


My 


The story is too involved : 
to set forth here but is excellently told in — 


“The Three Cornered Hat” as interpreted _ 


by that genius of Spanish conductors, En- 
rique Arbos and the Madrid Symphony. 
These three dances although founded upon 
a definite program need no delineation of 
their drama to hold a listener completely 
enthralled. 


_ Fair Helen 


bcs from two different operas 
founded upon the “Immortal Helen” 
of Greece, who caused the great Trojan | 
war, have been issued by Odeon. From 
Richard Strauss’ latest opera, “The Egyp- 
tian Helen,” there is Helen's Awakening 
and the Funeral March, on disc No. 5168. 
Fritz Busch who first conducted the opera 
in Germany is at the helm of the record- 
ing orchestra. This is effectual music, but 
hardly Strauss at his best. From Erich 
Korngold’s “The Wonder of Helen” comes 


a Prelude of emotional intensity conducted 


by that able and adroit Dr. Weissmann. 


The skillful complexities of Korngold’s or- . 


chestration have a distinct fascination that, 
although not always equalled by his musi- 
cal thought, are nevertheless not lost in 
the recording. Odeon No. 5167. 

The National Gramophonic Society of 
London who issues discs to supplement 
rather than compete with the various 
manufacturers have brought forth two 
newly recorded works. 
Piano and Wind Quintet in E flat, is a 
work of rare delight, a composition which 
exemplifies the genius of its unique com- 
bination of instruments—piano, oboe, clari- 
net, horn and bassoon. Incidentally it is 


The first, Mozart's © | 


‘ 
performed by a stellar group of British ; 
musicians, including Kathleen Long, Leon — 


Goossens and Aubrey Brain. Discs Nos. 

121, 22 and 23. Their other recording, an~ 

early quartet of Schubert’s written | when 
(Continued on pags 58 
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Practical (onsiderations in Pianoforte 


An Interview Secured Exclusively for Tus Erupz Music Macazine by Florence Leonard with the Internationally 
Famous Virtuoso Pianist 


W ALTER GIESEKING 


AB 
. 
/ 
, (BIOGRAPHICAL: Walter Gieseking was born November 5, 1895, in 
| Lyons, France, of German parents. His childhood was spent on the French 
be and Italian Riviera where his father’s profession required that his residence 


should be. 


The latter is a doctor of medicine and an entomologist. 


Both 


parents were musical. Though Mr. Gieseking began to play the piano at the 


N LOOKING back over the path by 
which I arrived at my art I see no con- 
spicuous landmarks, no outstanding 

events in the progress of my studies or 
musical associations. I had played piano 
from early childhood and, from what I am 
told, I must have played remarkably well 
for my years. Yet my parents did not yield 
to the temptation to feature me as a wwut- 


_derkind. I was not permitted to play in 


public, only for our friends. I do not recall 
that I had.to make much change in my way 
of playing when [{ began my first serious 
piano study, in my sixteenth year, under 
Mr. Karl Leimer, whose guidance, both 
technical and musical, laid the founda- 
tion upon which I have built my artistic 
career. 

One of the first things I learned from 
Mr. Leimer was to practice with my head 
as well as with my fingers, to concentrate 
intently on every note of the scale or ar- 
peggio, to play with the utmost accuracy. 


It is only through constant attention to the 


individual note that fingers accustom them- 
selves to play evenly and acquire the abil- 
ity to effect exactly each nuance desired 
for giving appropriate expression to a 
musical phrase. When one practices -like 
this, three to four hours a day is the limit 
of mental endurance—and anything beyond 


the point of mental endurance is time and 


effort wasted. It should be spent more 
profitably in health-building out-door ex- 
ercise and acquainting oneself with the 


other arts—literature, painting, sculpture. 
_ The mind is the most important factor 


j 
, 
j 


¥ Perhaps this thought is best illustrated 


4 ‘ 


in piano practice. 


in my own case by the fact that only the 
usical value of a passage commands 


my interest. Once that is aroused I find 
myself concentrating so intently upon each 
technical item that I seem to master it 
without difficulty. I could, for example, 
play the elaborate arrangements of the 
Strauss waltzes, but I cannot practice 
them. I would prefer to play the sim- 
ple original versions of these waltzes rath- 
er than their elaborations which to me 
are meaningless. 


The Ten-Times-Over Practice 

N THE OTHER hand, take a com- 

position like Ravel’s Toccata. When 
1 have played it through about ten times 
the difficult passages are mastered and I 
know it. Its musical content has held my 
interest, and I solve its problems quickly. 
So with all difficult passages in similarly 
interesting compositions. ’ 

During this tour, and, in fact, for many 
years, I have found little time for prac- 
tice. While one is concertizing it is more 
important to get sufficient sleep in order to 
keep in good form than to spend hours at 
the piano. I study only new pieces, and 
occasionally I go through a composition 
that I feel needs a little polishing here or 
there. For years I have not indulged in 
technical exercises. Beginners and stu- 
dents should not take this confession for 
advice. Let them remember that there 
are many artists whose muscles get stiff 
without constant exercise. For technical 


‘work I can recommend nothing better than 


the C major scale. lt is the most dif- 
ficult’ one to play evenly. 

Evenness of tone in scale playing should 
be the student’s first ambition. He should 
say, “I will make these tones flow evenly” 
—and listen! It is only after this is 


age of four and a half years, it was not until 1911, when his family moved 
to Hanover, Germany, that he began his serious music study under Karl 


Leimer who has been his only teacher. 


He was already famous throughout 


Europe before he made his memorable American debut in 1926; and cach 
year has but added new laurels to his achievements.) 


achieved that he can afford to experiment 
with nuance. 

Arpeggios should be treated likewise— 
the dominant seventh of C (G major 
seventh chord) especially. 


Learning Notes and Fingerings 
O LEARN the notes of scales and 
arpeggios and their fingerings is just 
the beginning of the first step. If a stu- 
dent cannot learn these properly he may 
as well give up studying the piano. One 
may play these a thousand times, even with 
only average regularity of tone and time, 
without making genuine progress. 
No! One must listen, listen! 
with concentration and think! 
The student must proceed with his pieces 
and his larger compositions in exactly the 
same manner. He must select a passage, 
practice slowly and with the utmost at- 
tention to tonal quality and nuance. 
While playing a composition I hear in 
my imagination the kind of tone I desire 
for each note, each phrase. Then my ear 
passes judgment, and thus my brain con- 
stantly and intuitively directs and ap- 
praises the movements of my fingers and 
hands. 
Fortunately my memory is so reliable that 
I rarely am obliged to play over my notes. 
Hence, I carry little music with me when 
travelling. If I find a passage slipping from 
me I go to a music shop, look over the 
notes and then go back to my hotel and 
perhaps practice them. As to memorizing 
new pieces, I find it easier to do this away 
from the keyboard. A minute study, read- 
ing every detail on the printed page with 
sufficient concentration is, for me, at least, 
the quickest and surest way to memorize 


Listen 


even the most difficult of compositions 

There are certain technical principles 
which must become second nature to any- 
one who wishes to play the piano artis- 
tically. 

First, the wrist must be held firm but 
supple always, .not waving weakly. It 
must be elastic but not actively in motion. 
The arm, always relaxed, weighs down 
more or less. Wrist action must be re- 
duced to a minimum. 


No Unnecessary Movement 
HE WHOLE hand is firm or relaxed 


according to the tone it has to pro- 
duce. It must never be tight, never stiff. 
There should never be unnecessary move- 
ments. 

Except in piano and pianissimo passages 
with very sharp staccato, the fingers should 
never play without the codperation of 
the arm. 

Tremolos played only with fingers are 
very fatiguing. They should be played 
from the elbow, by rotating the forearm 
at the elbow and shoulder. Trills sim- 
ilarly. Short, soft trills can be effectively 
played by finger motion alone, but long 
trills, those requiring big crescendos, should 
employ the assistance of the arm. | attain 
my best results in this manner, using 3-4, 
3-5, 4-5 and (for loud fortissimos) some- 
times 2-5 fingering. 

Neither do I use the wrist in octave 
playing. Instead of the so-called “wrist 
stroke” I use my arm (always relaxed), 
shaking the octaves from shoulder and 
elbow. 

For legato I use a sort .of “contact” 
touch. I keep my fingers as near the keys 
as possible, and in pianissimo passages I 
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touch the key before playing the note. It 
is impossible to “sing” a melody on the 
piano with striking fingers. - 

Playing pianissimo chords requires the 
most sensitive and responsively trained 
fingers in order to give each note of the 
chord its proper delicate shading and bal- 
ance. Without this feeling for individual 
quality in each note of a chord it is alto- 
gether impossible to bring out melodies 
which often occur in the inner voices of 
harmonic sequences. To play such chords 
I strengthen slightly the finger or fingers 
which are to make the louder notes, mak- 
ing these support more of the arm weight 
so that they may give the required amount 
of tone. I do this as.I place my fingers 
on the keys, and, holding elbow, arm, wrist 
and hand perfectly quiet, let the arm fall 
from the shoulder. The longer leverage 
of the whole arm permits infinitely better 
control of the tone. 


Individuality of the Comfoser 


N PLAYING any composition one must 
always keep in mind the particula: style 


URING THE past two years Phila- 
delphia has proudly boasted of three 
re: dent grand opera companies of 

considerable dimensions, in addition to the 
regular weekly performances of the Metro- 
politan Opera Company from New York 
and the visits of smaller organizations. 
This condition is one that has rarely been 
experienced, in the history of music, by any 
metropolis. 

This extraordinary operatic interest in 
Philadelphia has developed from the ac- 
tivities of the Philadelphia Operatic Society, 
a quasi-amateur organization founded in 
1906 and for years conducted with great 
success by Siegfried Behrens who was fol- 
lowed by Wassili Leps. This group did a 
really marvelous work; and many of its 
“oraduates” attained great success on the 
professional stage, including Bianca Saroya, 
Marie Stone Langston, Henri Scott anda 
Paul Althouse, the latter two of whom be- 
came favorites in the Metropolitan Opera 
Company. In 1923 this Society, with a new 
charter and with Mrs. Edwin A. Watrous 


as director-general, affiliated with the Phila. 


delphia Music Club. It still continues its 
activities including a School of Opera. 


More Opera 


HE PHILADELPHIA CIVIC Opera 

Company was organized in 1923, by a 
group, from the Philadelphia Operatic So- 
ciety continuing the magnificent work of 
that organization which had been active 
since 1906. This was done largely through 
the genius and ability of Mrs. Henry M. 
Tracy, president and general manager, and 
the unusual talents of the brilliant conduc- 
tor, Alexander Smallens. The progress of 
this company has been remarkable in every 
way. 

The Philadelphia Grand Opera Associa- 
tion, which started in 1921, operates the 
Philadelphia Grand Opera Company, the 
moving spirit of which is Mr. William C. 
Hammer backed by Mrs. Joseph Leidy, 
President. The conductor for the past sea- 
son has been Artur Rodzinski, recently 
called as leader of the Los Angeles Sym- 
phony Orchestra. The company has done 
many very extraordinary things in a high- 
class manner. This Association has recent- 
ly become allied with the operatic depart: 


of each composer. For instance, all Bach, 
all Mozart, in fact all music before Bee- 
thoven can and should be played as much 
as possible without the damper pedal. 
When playing such music instead of re- 
sorting to pedal effects | hold many of the 
notes a little longer, especially in arpeggios 
and accompaniment figures. I consider 
such legatissimo more appropriate for early 
classics. 

Compositions of the romantic school 
cannot be effective without pedal colorings, 
and most of the moderns, especially De- 
bussy and Ravel, are altogether impossible 
to play without pedal. 

When students advance to the point 
where they begin studying concertos, I rec- 
ommend that they study from the or- 
chestra score (miniature scores can be 
purchased inexpensively), because this is 
the only way in which they can learn the 
composition as a whole. The solo part 
is not always the important thing! For 
4 well-balanced performance it is abso- 
lutely necessary that the orchestra express 
all that it has to say. While cn the sub- 
ject, let me say that most of the American 


orchestras play so well that the soloist 
must be exceedingly careful to maintain 
his part on the same high standard of their 
musicianship. 

Many students think that after they have 
practiced a piece and mastered its technical 
difficulties they can afford to take liberties 
in the matter of interpretation. Those who 
composed the masterworks have been or 
are greater gen.uses than the best of their 
interpreters. The virtuoso should strive 
to meet the composer’s demands, not ex- 
ceed it.. It is my highest ambition to pre- 
sent faithfully the works of each com- 
poser, from Bach and Scarlatti to Debussy 
and Hindemith. Good music is always 
heard at its best when the player is for- 
tunate enough to feel and humble enough 


.to fulfill the command of the master wlio 


created the masterwork. This mus-cal in- 
tuition cannot be acquired; it is a gift that 
can be-developed but cannot be purchased 
(as can technical skill) through diligent 
work. 

I have been asked what performing 
artists hold before them as their source of 
inspirat:on. 


Philadelphia’s Amazing Operatic Situation 


An EpIroriAL 


ment of the Curtis Institute of Music, and 
the combined forces will be next year con- 
ducted on a far more pretentious scale 
under the baton of the famous Polish com- 
poser and conductor, Emil Mylnarski. 

The Pennsylvania Grand Opera Company 
has been promoted by Francesco Pelosi, 
Director-General, and George E. Nitzsche 
(Recorder of the University of Pennsyl- 
vania) and sponsored by Mrs. Eldridge 
Johnson. Among the conductors of this 
company have been Frederico Del Cupolo 
(a remarkable “discovery,” formerly asso~ 
ciated with Toscanini at La Scala), Pacci, 
Rodzinski, Walter Grigaitis and Fabien 
Sevitsky, 
is a nephew of Sergei Koussevitsky (con- 
ductor of the Boston Symphony Orchestra) 
and is also the founder and conductor of 
the Philadelphia Chamber String Sim- 
fonietta. 


An Enormous Repertoire 
N& ALL THIS is preliminary to a 


discussion of the advantages that 

Philadelphia has reaped from this altogether 
unprecedented musical condition. The fol- 
lowing operas, from the various reper- 
toires of the last two years, are identified 
by the symbols, Civic, Phila., Penn. 
and Met., as indicating the company giv- 
ing the performance. The number “2” 
means the work has been presented twice 
by this company. 

“Aida,” Verdi, Civic 2, Phila, 2, Penn. 
2, Met. 2. 

“Andrea Chénier,” Giordano, Penn. 2, 
Met. : 

“Ariadne auf Naxos,” 
(American premiére). 

“Aegyptische Helena, 
Met. 

“Barbiere di Siviglia, II,” Rossini, Phila. 
2, Met. 2. 

“Boheme, La,’ Puccini, Civic 2, Phila. 2, 
Penn., Met. 

“Boris Godounoff,” Moussorgsky, Met. 

“Carmen,” Bizet, Civic 2, Phila. 2, Penn. 
2, Met. 
- “Cavalleria Rusticana,’ Mascagni, Civic 
2, Phila. 2, Penn., Met. 

“Chemineau, Le,’ Leroux, Civic (Phila- 
delphia premiére). 


Strauss, Civic 


Die,’ Strauss, 


“Contes d’Hoffmann, Les,” Offenbach, 


Met. 


Ghe Season is getting under way. 


a highly gifted Russian who. 


“Coq d’Or, Le,” Rimsky-Korsakov, Met. 
“Demon, The,” Rubinstein, Penn. 
“Ernani,’ Verdi, Met. 
“Eugen Oniegin,’ Tchaikovsky, Phila. 
“Forza del Destine, La,” Verdi, Penn. 
“Falstaff,” Penn. 
“Faust,’ Gounod, Phila. 2, Met. 
“Feuersnot,” Strauss, Civic (American 
premiere). 4 
“Fra Gherardo,” Pizzetti, Met. 
“Gioconda, La,” Ponchielli, 
Penn., Met. 
“Hamlet,” Thomas, Penn. 
“Hansel and Gretel,’ Humperdinck, Met. 
“Jewels of the Madonna, The,” Wolf- 
Ferrari, Civic. 
“King’s' Henchman, The,” Taylor, Met. 
“Khovantchina,” Rimsky-Korsakov, 
Penn. 
“L’Africana,”’ Meyerbeer, Met. 
“L’Amore dei: Tre Re,’ Montemezzi, 
Met. 2. 
“L’Entant Prodigue,’ Debussy, Civic 2. 
“Lohengrin,” Wagner, Met. 
“L’Oracolo,” Leoni, Phila. 
“Lucia di Lammermoor,” Donizetti, Met. 
“Madama Butterfly,” Puccini, Civic 2 
Phila., Penn., Met. 2. ; 
“Madonna Imperia,” Alfano, Met. 
“Manon,” Massenet, Phila., Met. 
“Manon Lescaut,” Puccini, Civic, Met. 
“Masked Ball, The,” Verdi, Penn. 
“May Queen, The,’ Gluck, Civic 2 
(American premiére). 
“Meistersinger, Die,” 
Met. 
“Mignon,” Thomas, Met. 
“Norma,” Bellini, Met. 
“Nozze di Figaro, Le,” Mozart, Civic. 
“Otello,” Verdi, Phila., Penn. 
“Orpheus,” Gluck, Civic 2. 
“Pagliacci, I,” Leoncavallo, 
Phila., Penn., Met. 2. 
“Parsifal,” Wagner, Met. 2. 
“Prophéte, Le,’ Meyerbeer, Met. 
“Rigoletto,” Verdi, Phila., Met. 2. 
“Ring des Polycrates, Der,” Korngold, 
Civic. 
“Rondine, La,” Puccini, Met. 2. 
“Rosenkavalier, Der,” Strauss, Met. 
“Samson et Delila,” Saint-Saéns, Civic 
2, Phila. 


Phila. 2, 


Wagner, Civic, 


“Secret of Susanne, The,’ Wolf-Ferrari, . 


Civic. 
“Siegfried,” Wagner, Met 2. 


‘ 


Dake it your best! 


- Agostini, 


Civic) 2 


memory of some romance or some ide 
fair one may be the guiding inspiration 
the moment. No artist can afford to 
pend upon such evanescent recollections 
He must begin and play through his pro- 
gram whether insp:red or not. The stimu: 
lus for his work, his one and only safe 
inspiration, must be his conception of the 
unfading beauty of a masterwork and his 
zealous ambition to recreate this beauty in 
terms of sound. 


SELF-TEST QUESTIONS ON MR. © 
GIESEKING'S ARTICLE i 


1. What is the most important, single 
quality mecessary to good practice? 
2. On concert tours what rule of health 
observance must be consistently adhered to? 
3. What adventages has memorizing 
away from the piano? a 
4. Explain “contact touch.” When is it 
used? 4 
5. Why is studying concertos from the 
scores advisable? ; 


“Tabarro, Il,” Puccini, Penn. 

“Tannhauser,” Wagner, Civic, Met. 

“Tosca, La,” Puccini, (Civic .2,. Philasaam 
Penn 2. 

“Traviata, La,” Verdi, Phila., Penn. 

“Tristan and Isolde,” Wagner, Met. 

“Trovatore, Il,” Verdi, Civic 2, Phila. 

“Verbum: Nobile,” Moniuszko, Penn. 

“Violanta,” Korngold, Met. 

“Walktire, Die,” Wagner, Civic, Met. ~ 

Among the great artists who have par-_ 
ticipated in the performances of the resi- 
dent companies in these two seasons are: 
Althouse, Amato, Angelucci, 
Austral, Baklanoff, Calver, Caupolican, 
Claussen, de Mette, Eddy, Errolle, Gay, 
Giannini, Gordon, Hampton, House, Kous- 
sevitsky, Langston, Lucchese, Mason, Mat- ‘ 
zenauer, Meisle, Miura, Nilssen, Patton, — 
Peralta, Peterson, Ruffo, Schmidt, Scott, — 
Sharlow, Stanley, Steschenko, Stracciari, 
Sweigert, Williams and Zenatello. The 7 
ballets of the different companies, under 
Caroline Littlefield, Mordkin, Anna Dun- 
can and others, have been of an excep- 
tionally high standard. Each company 
maintains a large chorus, and the orchestra 
is usually of full grand opera size, re- 
cruited from the incomparably fine players 
of the Philadelphia Orchestra. The result — 
is that there are hundreds of Philadelphia 
singers well schooled in the traditions of 
opera; and obviously there is developing in 
“The City of Brotherly Love” a taste for 
operatic art unlike anything hitherto in- 
augurated in America. 

During the last season a German opera 
company of high attainments gave, in ad- 
dition to what has been already mentioned, 
eight performances of Wagner operas, in- 
cluding the complete “Ring.” To which 
should be added also the three most excel- 
lent performances given by the Philadel- 
phia Operatic Society, under the baton of 
Alberto Bimboni. Thus, in the period 
considered, there have been not less than | 
one hundred and fifty performances of 
grand opera in Philadelphia. Not since 
the battle of the Gluckists and the Piccin- 
nists in Paris, in 1777-1778, and the war 
of the Handelians and Buononcinists in 
London, from 1720 to 1727, has the musi- 
cal world seen such extraordinary operatic 
interest as that manifested in Philadelphia 
at this time. 
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N THESE days, when artistic weeping 
willows on legs, with outlandish names 
and freakish antics, so frequently ab- 
sorb the attention and pocket the shekels 
of concertgoers, it is refreshing to recall a 
man whom Carlyle would have been justi- 
fied in including in his well known series, 
“Heroes and Hero Worship,” under the 
title, “The Hero as Pianist.” Such was 
Anton Gregorovitch Rubinstein. “Oh, we 
know all about him,’ I hear some of my 
readers say. “His body has been laid to 
rest and his spirit reposes in the dictionary 
of music.” But does it? 

Now that the one-hundredth anniversary 
of Rubinstein’s birth is approaching it 
should be our endeavor to revive the mem- 
ory of Rubinstein as far as we are able, 
and, above all, to point to the remarkable 
fact that Rubinstein, by the sheer force of 
his genius, greatness and genuineness of 
nature, overcame all social barriers. 

Rubinstein was still in his infancy when 

the famous ukase of Czar Nicholas was 
issued, by which the Jews were compelled 
either to embrace Christianity or to for- 
feit their most valuable possessions. The 
Rubinsteins chose the former alternative. 
Soon afterward the entire family, com- 
prising three generations and_ including 
many associated with them, sixty people 
in all, migrated “in covered wagons’ to 
Moscow. It was from here that Rubin- 
stein, first as a “wonder-child,” set out upon 
those tours which made his name famous 
throughout the world. 
It was not this man’s genius alone which 
gained him admission into the highest cir- 
cles of Russia, though his pianistic genius, 
of which I purpose to speak here, was so 
unusual, so grounded in nature, that to 
compare some of his successors with him 
would be like comparing Central. Park 
with Yosemite Valley. It was the calibre 
of the man himself—his simplicity, truth- 
fulness, kindness and boundless gener- 
osity—which secured: him admission on 
an equal footing into the most exclusive 
circles. So we are not astonished when 
we hear of his marrying the daughter of a 
Russian nobleman. “Though ennobled, a 
Russian councillor of state and an ‘Excel- 
lency,’ he still‘ remained in his personal 
intercourse only ‘Anton Rubinstein.’ ”’— 
( Rhodenherg). 


. 


Berlin Appearance 


| D kee my studies abroad Rubinstein 
Jas announced to appear in Berlin. 
-On the evening of the first concert the 
auditorium was crowded to the very doors 
with a dencely packed mass of humanity. 
All was expectancy. When the pianist 
appeared there was a spontaneous outburst 
of applause which shook the house and 
seemed interminable. In the meantime 
there walked toward the front of the stage 
with heavy tread a man of imposing ap- 
pearance, whose movements seemed to he 
impelled by some agency outside of him- 
self. Deep-set eyes, dim from gazing 
within. A face seared with deep emotions 
yet strong and virile and surmounted by 
a mass of long dark hair further charac- 
terized him. One was struck by a certain 
resemblance to Beethoven, which is recog- 
nizable even today in good portraits of the 
great pianist. © : 

Now the concert began. Alas for my 
preparatory studies! They had all been 
futile. As well try to count the spokes of 
a wheel in motion as follow the single 


‘ 


- notes and chords of such a performance. 
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By JosepH SoHNn 


*“THE MISSION OF RICHARD WAGNER.” 


Here indeed was no dwelling upon frag- 
mentary details. All was continuity, a 
blending of tonal effects, a massing of 
those fragments which generally exist for 
most of us as entities into phrases which 
followed upon one another in such quick 
succession that only the most practiced and 
experienced ear could have disintegrated 
them. Yet why disintegrate? Here was a 
revelation of what music should be. 

Many years ago my boyish fancy was 
struck by a picture in the house of S. B. 
Mills, at one time our most distinguished 
American pianist. It represented a con- 
ductor at his desk with an orchestra 
before him. Yet overhead we see the soul 
of that conductor soaring away into an 
ideal realm. Like some of the famous con- 
ceptions of Max Klinger, there was an at- 
tempt here to disembody the soul of art 
and make it soar into the infinite. Such 
truly was the effect of Rubinstein’s play- 
ing. The piano was forgotten. We were 
whirled in a maze of sound through 
which flitted visions magnificent and heroic, 
or of entrancing loveliness. There was 
no time to think, for. we were under a 
spell which was never lifted until the per- 
formance was over, and even then stayed 
to haunt us for days and weeks. Many 
years have passed since those enchanting 
tanes held me spellbound; yet they are still 
ringing on in the hidden chambers of mem- 
ory. Indeed, they are ever awakened anew 
when, seated in my studio, I happen to hear 
one of these compositions played. 


The Seven Labors 
S RUBINSTEIN sat at the piano one 
received an impression of massiveness, 
herculean strength and pent-up volcanic 
passion. Yet through all his playing ran 
a lyrical quality peculiar to the man. 
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Never did he give evidence of self-con- 
sciousness, of that air which our critics 
love to call “authoritative” ‘and which | 
personally regard as a false attitude. Al- 
ways under the sway of the music, as it 
were, and never above it, Rubinstein’s play- 
ing was characterized by a fluidity which 
| have never found in the performance of 
any other player. Like the waves of his 
“Ocean Symphony,’ the harmonies rolled 
by, ever mobile, without gap or pause 
which could interrupt the ceaseless current. 

Rubinstein was terribly in earnest and 
set himself tremendous tasks, on one occa- 
sion playing nearly all the great classical 
faniasias in which the composers allowed 
themselves free rein—Bach’s  (“Chro- 
matic”), Mozart’s (in C mnor), Beethov- 
en’s, Schubert’s (“Wanderer Fantasie’), 
Schumann’s, Liszt’s and several others. 
Shall I ever forget the appearance of the 
man as he came out at the end of that 
concert in answer to the deafening salvos 
of applause on the part of that audience, 
which had risen and was shouting his 
name? His collar was gone; the buttons 
of his shirt-front had burst so that his 


naked breast was revealed, and his hair 


hung in matted strands, as, covered with 
perspiration and limp and panting with 
the efforts he had made, he feebly bowed 
his acknowledgments. In no other pianist 
could we have forgiven such a disarray. 
In Rubinstein it was forgotten; for all of 
that vast audience realized that here was a 
man of hero‘c calibre and a musician who 
had produced effects which were truly a 
revelation to those who theretofore had 
heard only the conventional p:anistic per- 
formance. 

The next day the critics of a certain type 
spoke of Rubinstein’s “subjectivity of con- 
ception,” of the number of strings he had 
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: RUBINSTEIN AT THE COURT OF CZAR ALEXANDER 
From the collection of Steinway and Sons, and reproduced 
by their courtesy 
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entenary of Rubinstein 


RECENT MEMBER, ACADEMIC FACULTY, COLLEGE OF THE CITY OF NEW YORK; AUTHOR OF “MUSIC IN AMERICA AND ABROAD,” 


broken and of the many wrong notes he 
had struck. To one who recognizes the 
colossal humbug of many of our highly 
vaunted pianistic performances, in which 
every note is correctly played, while a 
purely conventional travesty is “estheti- 
cally” presented, these criticisms, even at 
the present day, seem pitiful beyond ex- 
pression. All depends on the point of view. 
To many persons the realm of pianistic 
activity, so far as respective achievement 
is concerned, presents an aspect somewhat 
similar to that afforded by the skyline of 
a great city, viewed from afar. From the 
tall church-spires, down to the humblest 
dwellings, they trace a gradually diminish- 
ing altitude. Before a true musician’s 
gaze, however, a different vision is un- 
folded—two or three peaks which, like 
Tenerife, seem to pierce the clouds and a 
few moderately high cliffs rising above a 
universal flat waste of waters. 


Performance of Great Masterpieces 
HEN RUBINSTEIN played a com- 


position like the Scherzo in B minor 
by Chopin the music of the opening move- 
ment came in tempestuous gusts. When 
he played the one in B flat minor it was 
like a conversion into sound of Byron’s 
lines, “There was a sound of revelry by 
night.” An abrupt, startling sound as of 
drums burst upon the ear, followed by 
a wild summons to arms and terminating 
in a sullen, distant boom like that of a 
cannon. Anon, the swaying movement of 
the dance-measure, with all its luxuriant 
abandon, followed by a mournful reveille, 
as a sort of interlude.’ Then a wild and 
ever more imperative blare of trumpets 
breaking into the dance movement (which 
lingers as if reluctant to break away) and 
swelling into the high, shrill, wild inferno 
of the dance of battle. 
When he played a composition such as 


his arrangement of the march from the 
“Ruins of Athens,” we felt as if an army 
of Janizaries approached from afar, 


passed by in full splendor and gradually 
disappeared. Yet what a restless, cease- 
less, urgent, intensely rapid pushing for- 
ward of a victorious army this music ex- 
pressed! How the pianist 
wrought these densely massed drum, trum- 
pet, and bell effects into a barbaric, orien- 
tal measure of wild splendor! At such 
moments the piano and the pianist as well 
as the hall with its closely packed mass of 
humanity were forgotten, and only a mag- 
nificent pageant of sights and sounds en- 
compassed the hearer. Could Beethoven 
have peered into the future and foreseen 
the conglomerate of Turkish, Persian, Chi- 
nese, Japanese and Egyptian ‘Patrols’ 
which followed in the wake of his splen- 
did “Marche Turque,” he would have been 
aghast at the endless army of musical tat- 
terdemalions which he had thus innocently 
evoked. 

Rubinstein’s playing of a Beethoven 
sonata was, as it should always be, orches- 
tral. Yet through it all ran that wonder- 
fully eloquent and intensely appealing 
lyrical quality which Rubinstein possessed 
in so high a degree, that peculiar quality 
of expression which is so hard to define 
and which even great singers do not al- 
ways possess. Those who sat near Rubin- 
stein and observed him closely could often 
discern how difficult it was for him to 
restrain himself from singing or humming 
the melodic phrase which he understood 
so well to weave through a labyrinth of 


marvelously 


A 


' 
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runs and chords. Indeed on several oc- 
casions he gave way to this impulse but 
only momentarily and quite inaudibly to 
all except the few who sat in the first rows. 


Thundering Hoof-beats 


FTER the opening measures the gor- 

geous “Waldstein Sonata” (opus 53), 
with its splendor of light and shade, bursts 
into a rapturous melody which Rubinstein 
always rendered with inimitable eloquence, 
though—and this was the most marvelous 
feature of the performance—without per- 
ceptibly retarding the tempo. Those fa- 
miliar with the compositions played always 
received some astonishing revelation of 
hidden meanings. A piece such as Liszt’s 
well-known arrangement of the ‘fErl- 
k6nig’” was converted into a veritable little 
drama. The octaves representing the 
hoof-beats of the horse were thundered on 
the instrument with a of vibratory 
motion of the whole arm and, by the way, 
Rubinstein produced a similar effect in 
the middle movement of the famous Rider 
Polonaise (A flat major) by Chopin. This 
movement he introduced, not with arpeg- 
gios, but with seven solid massive chords, 
before each chord letting his arm drop 
like a dead weight from a truly astonish- 
ing height above the keyboard, and sug- 
gesting to the imagination an effect such 
as might be produced by the heavy tread 
of a troop of knights in full armor. 

In the immediate introduction to that 
passage of the “Erlkonig” where the child, 
affrighted, turns to the father with the 
words, und hdrest du nicht, was Erlen-* 
koénig mi Tleise verspricht? Rubinstein 
fairly made the piano shrick with terror. 
Thus did he interpret what is generally 
rendered merely as a succession of broken 
octaves mounting into the high treble, One 
of the most remarkable instances of the 
magnetic and irresistible power which this 
man could exercise was afforded on a cer- 
tain occasion when Rubinstein played 
Weber’s Polacca ‘before a large audience 
at Berlin.. Such was the swing of the 


sort 


An I nteresting 


Tue variations of this game are so nu- 
merous that it is possible to keep large or 
small groups entertained for a good part 
of an evening with it. Furthermore, the 
possible variations allow for its use over 
and over again with the same group. 

The first step is to get a quantity of paper 
slips about six inches by four and one-half 
inches. Rule on these a block about five and 
one-half by two and one-half inches, leaving 
a good margin at the bottom of the sheet 
for the contestant’s name and score. .Then 
divide the block into six columns (the 
column on the left being a trifle less than 
half an inch) with a double rule. The re- 
maining five columns should be each .one 
inch wide. The next step is to line the 
block into six divisions by horizontal rul- 
ings, as shown in. the illustration. Double 
rule the top line to provide a* heading for 
the five spaces beneath in each column. 

With these sheets and a supply of pencils 
the host can enter the game on the same 
basis as the guests everyone, with 
suggestions, may aid in deciding the key 
word and the headings for each of the five 
one-inch wide columns. 

The keyword must have five letters. 
This word need not necessarily be a musi- 
cal one; but, with such words as Tempo, 
Waltz, Polka, Triad, Chord, Seale, Staff, 
Notes, Beats and Clefs, the game can go 
on for a considerable time confined exclu- 
sively to music. After the keyword has 
been decided, the headings for the five 


since 


columns must be made. These can be 
selected from’ such subjects as Operas, 
Composers, Overtures, Musical Terms, 


movement as he grandly rolled forth the 
opening passages, so spirited was the 
rhythmical tread, that a large number of 
people in the audience, yielding to an 
irresistible impulse, began to stamp the 
time with their feet. The demonstration: 
did not last long, being soon checked. Yet 
it bore witness to the power which Rubin- 
stein exercised over his audience. He 
himself was too deeply absorbed to pay 
any attention to it. 


Chiselled Marble 


AD SUCH a thing happened at one 

of Hans von Bulow’s concerts—but 
it could not have happened. Rubinstein 
was loved, aye, fairly worshipped, by his 
audience: von Bulow overawed the public 
as soon as he briskly stepped before the 
footlights. He occasionally appeared be- 
fore his hearers in very much the same 
manner as a stern schoolmaster might 
appear before a class of pupils inclined to 
be refractory. A German — aristocrat, 
quick, alert and businesslike, he had some- 
thing of the precision, the self-contained 
manner, or knappheit, of the military 
class. He kept his audience at arm’s 
length. Seats were often placed upon the 
stage of the Singakademie which, if my 
memory does not deceive me, was ar- 
ranged in tiers, these seats sometimes be- 
ing occupied, in the absence of a choral 
body, by members of the audience. 

At all events, Btlow on one occasion 
rapidly came out upon this high stage with 
his opera hat under his arm, threw it into 
the farthermost chair of the top row with 
an air of inimitable nonchalance and in- 
difference, and then descended to take his 
seat at the piano. Taking out his hand- 
kerchief, he deliberately wiped his hands, 
calmly scrutinizing his audience, and then 
proceeded to play. He had finished but 
a few measures when an army officer 
came in with a lady, advancing to seats 
in one of the front rows. Btlow imme- 
diately stopped, regarded the intruder with 
a withering glance, and then slowly re- 


Tlusical Game for a Club Meeting or Any Social Gathering — 


By GwENN 


Great Pianists, Great Singers, Conducters, 
Great Violinists, Piano Solos, Songs, Mas- 
ter Composers, Modern Composers, Study 
Writers, Music Publishers, Oratorios, In- 
struments, Opera Characters and others. 
When all have the keyword and the 
selected headings are written in the proper 
places, each concentrates upon writing in 
every space a word or name starting with 
the keyword letter opposite which it is 
placed and in the proper column according 
to its heading. 

There is no need for an elaborate set of 
rules; but points to consider are the time 
allowance and real “stickers.” For in- 
stance, a rule on time could be that all 
papers be passed to the one at the left three 
minutes after the first one calls out that 
he has finished. To cover seeming impos- 
sibilities, as, for instance, a singer whose 
name begins with “O” or a pianist begin- 
ning with “E,” the usual points might be 
allowed for full names, where the Christian 
name and not the surname hegins: with the 
required letter, provided no contestant has 
supplied a surname beginning with the let- 
ter demanded. In other words, if no one 
thought of Ober or Essipoff in the example 
shown, marks would be given for Orville 
Harrold, Oscar Saenger, Ernest Hutche- 
son, Ernest Schelling and similar alter- 
natives. 

The score is as follows: 5 points for a 
correct name or word not given by any 
other contestant, 2 for a correct answer 
duplicated by only one other contestant. 
and 1 for a correct answer which. has been 
given by more than two contestants. The 


sumed his playing. Though noble, manly 
and magnanimous by nature,  thougli 
serious, thorough, and endowed with keen 
insight as an artist, von Btlow could 
nevertheless never impress me as did 
Rubinstein. Von Btilow’s was a presenta- 
tion as of cold, chiselled marble, every 
detail and lineament carved with remark- 
able accuracy and exquisite taste. But he 
had not Pygmalion’s gift of endowing his 
statue with life. That gift Rubinstein pos- 
sessed; and nowhere was it more manifest 
than when he voiced, through a multitude 
of rhythmical forms, the musical concep- 
tions of Beethoven. 


The First Morning - 


’T°HOUGH I heard him play only a few 

sonatas, the one previously referred 
to, which has not inaptly been styled /- 
aurore, seemed to me to give the greatest 
evidence of Rubinstein’s powers, and I 
liere again revert to it. Brilliant, scintil- 
lating with a veritable rainbow of. pris- 
matic hues, transcending in this regard 
almost anything else that Beethoven has 
written for the piano, the composition is 
nevertheless filled with the spirit of the 
great master. It suggests indeed a morn- 
ing, but such a morning as that mentioned 
in Genesis, when all creation was bathed 
for the first time in the radiant joy of ex- 
istence. This spirit Rubinstein communi- 
cated: the voice of Beethoven was ever 
heard through this universal revel of all 
Nature. 

Rubinstein’s feats of endurance have al- 
ready been. described, as well as that 
power, since unrivalled, which enabled him 
to convert the piano into a veritable or- 
chestra. That the statement is not greatly 
exaggerated would have been realized by 
anyone who had heard him play his own 
“D minor Concerto” with orchestra. The 
tremendous climax of this composition is 
generally played as if the right hand car- 
ried the melody and the left hand followed 
it with a sort of accompaniment. Rubin- 
stein made the left hand movement an in- 


J. DRaAINE 


highest possible score on one sheet is 125. 
Prizes may be given for each separate 
sheet or the total score for any number of 


sheets filled out in the entire time or even- 


ing given to this game. 


Young people enjoy attempting any 


tegral part, absolutely equalling the rigl 
in power and combining with it so that it 
appeared as if one powerful hand were 
pounding out these chords, which, toward — 
the close, reminded ene almost of titanic 
anvil strokes, in a certain sense resembling 
the last movement of Grieg’s “Peer Gynt 
Suite.” What a climax it was! Even ~ 
above the swelling tumult of the orchestra 
one could distinctly hear the dominant 
voice of the piano under the hands of 
Rubinstein. P 
A reference to this composition, which, 
like many of Rubinstein’s works, has most _ 
undeservedly fallen into neglect, recalls to 
mind a striking exhibition of the pianist’s 
kindness of heart. On a certain occasion a — 
promising young pianist of Berlin essayed_ 
to play this composition and Rubinstein, — 
who was at that time visiting the city, was. 
asked to conduct it. Rubinstein generously 
consented and swung his baton to accom- 
modate the tempo to the pianistic resources 
of the young man, constantly nodding en-— 
couragement and approval. 


The Tower of Babel 
OT ALWAYS, however, did he ex- — 
ercise such restraint. At the first 
performance of his oratorio, “The Tower 
of Babel,” in Berlin, Rubinstein wielded the 
baton and took what te have seemed to 
the ordinary musician a ‘fairly terrifying 
tempo. The orchestra, insufficiently pre- 
pared, wished to' pursue the even tenor of 
its way. But Rubinstein would not permit 
this. His arm swung up and down like 
a piece of inexorable machinery, until the 
baton flew out of his hand, soared over the 
heads of the entire audience and descended 
at the door of the hall. Rubinstein, how- 
ever, kept right on conducting with his 
hand. Toward the close of the perform- 
ance my neighbor turned to me and 
said, Das ist wahrlich ein Turm von Babel! 
(That is truly a tower of Babel). Never 
was heard such a pandemonium of sound 
—hbut certainly not of the sort that Rubin- 
stein intended to produce in order to illus- 
trate the confusion of tongues ! 


game; but this one is also intensely inter- 
esting to well-informed adults. If the en- 


tire company is not musical, any non-musi- 
cal keywords with headings such as Rivers, 
Authors, Countries, Plays, Actors, Poets, 
Mountains and many others, may be used. 


“The successful song must evidence an emotion or a thought that pro- 
Tt must have that charm that reaches not only 
the mind but the heart; it must, have thought, as well as sentiment; if 
must have purpose, as well as be natural and Iuunan. 


duces a favorable reaction. 


tell a story.’—AESTHETE. 


| Musical Great Great 
| Composers Oneras Terms Pianists Singers 
ES ise Soar z 
T Thome Tha:s Triad Tausig Tamagno 
E Elgar Ernani Ensemble Essipoff Eames 
M Mozart Manon Major Mason Matzenauer ; 
Puccini, Parsifal Polyphonic Paderewski Patti 
Offenbach Otello Octave Ornstein Ober 


The lyric should ; 
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ERNO RAPEE 


é Future of Dylusic in Pyloviedom 


* An Interview with the Famous Conductor-composer 


Erno RAPEE 


Conductor of the Roxy Theater Symphony Orchestra and Known to Millions 
; “Over the Air.” 


The symphony orchestra of from cighty to one hundred and twenty men con- 
ducted by Erno Rapée has played to more auditors in the theater and over the radio 
than any symphonic group ever assembled. No man before the public is more 
familiar with the popular demand for the best music than Mr. Rapée. He was 
born at Budapest, Hungary, on June 4, 1891. His musical education was obtained 
at the renowned Budapest Conservatory founded by Franz Liszt. 

Mr. Rapée is a pianist of marked ability but is best known as a conductor. For 
a time he was assistant conductor to Dr. Schuch at Dresden. His piano concerto, 
for he is also a composer, was played by the Philharmonic Orchestra of Vienna. 
After a tour of America as a conductor, he became attached to the Rialto Theater 
of New York and began his distinctive work of demanding the finest music obtain- 
able for his programs in connection with the moving pictures. 

Later, as director of the Capitol Theater Orchestra in New York when the 
noted S. L. Rothafel (“Roxy”) was managing the enterprise, Mr. Rapée scored one 


66 HEN THE idea of conducting 
groups of highly trained musicians 

in the movie theaters was first presented 
to me, I instantly realized that here was a 
means of spreading fine music more far- 


orchestras of the world. 


reaching than directing all of the symphony 
On the other 
hand, I had the strong conviction that, once 
the general public was acquainted with the 
beauties of the finest music, it would prove 


of the biggest successes in the performance of his orchestral arrangement of Liszt's 
“Hungarian Rhapsody, No. 13.’ His next move was to Philadelphia, where he con- 
ducted an orchestra of sixty-eight at the Fox Theater. Percy.Grainger, the eminent 
pianist and composer, was one of his guest artists during this engagement. 

We next find Rapée in Berlin with an orchestra of eighty-five at the Ufa 
Theater. While there he was invited to conduct the Berlin Philharmonic Orchestra 
m a concert. Later he appeared as conductor of the Budapest Philharmonic and 
other famous orchestras. In 1926 he returned to America after notable European 
successes and entered upon his present engagement at the Roxy Theater in New 
York. Millions have heard his symphonic concerts over the air on Sunday after- 
noon “Roxy” hours. Many of the most successful musical arrangements provided 
for the sound moving-pictures have been made by Mr. Rapée. No man knows the 
moving-picture music .situation better than he, and none can speak with more 
authority. 


fail to realize the practical value of the 
outstanding master works as compared with 
indifferent music. The truth of these hy- 
potheses has been proven so many times 
that comment is hardly necessary. 


an irresistible magnet which would compel 
such unanimous appreciation and applause 
and draw such multitudes to the theater 
from the music hungry public that the 
business interests of the theaters could not 
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“The demonstration of the practical 
yalue of music in connection with the 
moving picture is indicated by the fact 


that the managers in many instances make 
an allowance of ten per cent. of the ex- 
pense budget for music. The moving pic- 
ture theater orchestra which started with 
small groups of ten or twelve men grew 
until the astounding size of twenty-eight 
men was reached. This was thought to be 
the acme of achievement in theater orches- 
tras. Now it is not unusual to find in a 
city, like Philadelphia, for instance, three 
theater orchestras in movie theaters, com- 
posed of fifty men each. 


A Startling Revolution 


66 HUS IT came about that thousands 

of men were profitably employed 
throughout the country in these orches- 
tras. Then came a revolution in moving 
pictures. Sound pictures were introduced. 
Here was an amazing invention whereby a 
phonograph disc could be synchronized 
with the projection apparatus and also an 
equally amazing invention in which the 
actual sound is ‘photographed’ on the 
film. Carefully prepared musical programs 
were given with the picture or ‘svnchro- 
nized.’ 

“*Synchronized, in the modern 
ing picture sense, means that after certain 
films have been made it is possible to add a 
sound accompaniment adjusted to.the pic- 


mov- 


ture as an appropriate background. Later, 
orchestras of highly trained musicians 
played for the mechanically reproduced 


sound pictures. Original scores were de- 
viced and others arranged from selections 
from great classic works. 

“When I tell you that the performers 
who make these pictures receive an average 
of ten dollars an hour and often play ten 
hours a day, you may realize that a few 
highly trained specialists have been mak- 
ing small fortunes from this work. On. 
the other hand, many men who have played 
in orchestras have lost employment, tem- 
porarily, at least, where sound pictures 
have been substituted and orchestras dis- 
continued. 


The Return of the Movie Orchestra 


66 A BOUT ONE thousand theaters have 

introduced the very expensive in- 
stallation required by the ‘talkies’ or the 
sound pictures. By the, end of the next 
year possibly five thousand theaters will be 
thus equipped. Probably there have been 
few inventions which are likely to dis- 
seminate more interesting entertainment 
through the masses than the movies. To 
thousands the element of sound adds enor- 
mous interest. It has been one of the 
greatest successes in the history of the 
theater. There can be no question as to 


its development or its permanence. Mil- 
lions and millions are being invested in 
it. It. will bring master works, sym- 


Sone and operatically conceived and 
played by masterly performers, to count- 
less thousands who could not hear them 
otherwise. ; ’ 

“On the other hand, I am firm in my con- 
yiction that the public desire to hear music 
performed by the players present in person 
is so great that the musicians who are now 
out of employment will find that orchestras 
which have temporarily discontinued will 
be resumed in addition to the sound pic- 
tures. The public has heen educated in the 
theater, by the records and over the radio, 
to fine orchestral music. The demand has 


been created, and where there is a demand’ 


there will be a supply. In the large cities 
where these orchestras have hitherto ex- 
isted competition between managements will 
compel their return. 

*“These statements are not made merely 
upon conjecture but upon my observation 
of the operations of some of the most astute 
executives in the fields. Theaters are being 
built now, by some of the men who have 


are provided also. 


been most interested in sound pictures, so 
that accommodations for large orchestras 
Mr. William Fox, for 
instance, recently opened a theater in De- 
troit with an orchestra of sixty. He is 
making provisions for a large orchestra 
and a fine organ in his coming theater of 
huge dimensions in Philadelphia and in 
other theaters. This is significant, because 
Mr. Fox is the prime mover in the “Movie- 
tone,’ 


Perfect Synchronization 


667 T SHOULD be obvious that. the su- 
perior quality of the scores and the 
players in the finer sound movies all make 
for an immense improvement in quality. 
For instance, I recently completed the syn- 
chronization of a score for the highly suc- 
cessful picture, ‘The River.’ This will be 
heard and seen in the picture theaters in 
comparatively small towns all over the 
country. In making the picture an orches- 
tra of sixty expert, highly paid players was 
employed. These performances had to be 
impeccably recorded on every inch of film 
before it could be passed. Don’t you see 
that if any music played in person is to be 
given in the theater where this film is seen 
and heard, it must be music of a very fine 
quality in order to stand comparison? 
“This virtually wipes out the old-fash- 
ioned scratch orchestra playing perfunctory 
arrangements. String quartets, trios and 
quintets will come into more widespread 
use. The effect upon the musical status of 
America is bound to be beneficial. More 
than this, the sound movies, the talking 
machine records and the radio are giving 
millions their first taste of fine music of 
orchestral and solo performers. It is only 
reasonable to suppose that the public will 
crave to see these orchestras and artists 
at actual concerts. It does not require a 
wise man to predict thereby a great in- 
crease in interest in music and music 
study. 


Great Masters Must Write for Movies 


66 HE TIME is certainly coming when 

the greatest composers of the world 
will compose regularly for the films. The 
demand for the best will compel this. Rich- 
ard Strauss supervised the arrangement of 
a moving picture score for the performances! 


of the film on ‘Rosenkayalier’ in Vienna ; 


and the French modernist, Honegger, has 
written much moving picture music in re- 
cent years. The surprise is that more fa- 


‘mous composers have not already turned 


their attention to this important phase of 
modern art. 

“To my mind the best moving picture 
entertainments are those in which the hu- 
man element is also introduced. This en- 
hances the value of the screen production 
by providing variety. It also relieves the 
eye. The world can never get away from 
personality. This is proven by the fact that 
the theaters with the largest auditoriums, 
drawing enormous crowds, have not con- 
fined themselves to the screen, but have 
interspersed performers, artists and danc- 
ers as part of the program. The com- 
bination makes an ideal entertainment. 

“The average audience has a craving for 
human performers ‘in the flesh,’ just as it 
has a craving for the wonders of the screen. 
This is indicated by the fact that one fa- 
mous performer (Eddie Cantor) is the star 
of a revue on Broadway, for which seats 
are bringing $16.50 at the speculators’. At 
the same time he is packing houses in an- 
other Broadway theater with a_ talking 
movie where the price of admission is $2.00. 
In my opinion the radio, the records and 
the sound movies are the best advertise- 
ments an artist can possibly have, and, in- 
stead of reducing the demand to see and 
hear him, actually magnify it. Theatrically 
speaking, Al Jolson’s popularity has been 
becoming more and more pronounced since 
his great movie successes; and the longing 


to see him in person is amplified by every 
audience which has seen an Al Jolson film. 
| 


The Most Applauded 


AM OFTEN asked what I consider 

the most popular, that is, the most 
demanded of all the better class composi- 
tions. If applause is a gauge, I should 
say that the following are the most popular : 
Second Hungarian Rhapsody, Liszt; Or- 
pheus, Over-ure, Offenbach; Pagliacci Se- 
lection, Leoncavallo; 1812 Overture, 
Tschaikowsky ; Les Preludes, Liszt; Fourth 
Symphony, Tschaikowsky; Sirth Sym- 
phony, Tschaikowsky; Tannhiuser, Over- 
ture, Wagner; La Boheme, Selection, Puc- 
cini. ; 

“Of course many other numbers meet 
with great acclaim in the moving picture 
theaters ‘where there are orchestras cap- 
able of doing them justice. When I first 
conducted the Strauss Ein Helenleben in 
New York, it was considered a great event 
in the movies. I afm sure that Strauss must 
have been delighted with this opportunity 
to have his work heard by a symphony or- 
chestra in a coneert hall, not twice, but 
twenty-eight times in one week, 

“Remember that the performers in the 
finer theaters have to be among the superior 
performers of the world. Their incomes 
outrank most symphony orchestra mem- 
bers. The music at one of the biggest 
theaters costs $700,000 a year. The per- 
formers’ playing time in the theater at 
actual performances is about three and one- 
half hours a day. The minimum salary 
paid to orchestra members is $5,000 a year; 


and there are some who make as high as 
$11,000 and $12,000 a year. 


66 


Great Human Masterpieces Rare 


6¢7 T IS SURPRISING how little really 

fine melodic and harmonic material 
there is with an appeal to the great public. 
Notwithstanding the vastness of musical 
literature and the tremendous number of 
new publications, there is only a restricted 
amount of this with the rich melodic con- 
tent required. The radio stations find this 
cut. With twenty stations playing fifteen 
hours a day in one zone, it becomes neces- 
sary to play over and over again the same 
compositions. This accounts for the fre- 
quent repetition of the extremely melodic 
works of Victor Herbert. 

“Of course, there is an infinite number of 
compositions whieh are splendidly suited to 
the piano, the violin, and other instruments 
and which are very welcome to those for- 
tunate enough to perform these instru- 
ments but hardly acceptable to the millions 
who ‘listen in’ with a view to entertainment. 
I have unbounded enthusiasm for the im- 
portance of the radio in modern life: but it 
seems to me that the fact I have just men- 
t-oned is ample reason for the careful study 
of an instrument.’ 

One gets great pleasure from the radio, 
but one gets an entirely different kind of 
intimate joy from thé ability to play; and 
by this means one can and does explore 
a much vaster literature. At the same 
time the radio helps the amateur and the 
student enormously and in an endless num- 
ber’ of -ways. 

“The fact that there is only a limited 
amount of music appropriate for radio 
results in a great number of repetitions of 
programs, thus necessitating an improve- 
ment in interpretations. If one is going 
to hear the Tannhaduser Overture four or 
five times a month, one naturally turns to 
the orchestra or the station giving the 
best interpretation and blots out the other 
stations on the dial. This in itself makes 
for a kind of compulsory advance in in- 
terpretation and a corresponding advance 
in musical taste. 

Music study and the mechanical instru- 
ments are inseparable in this age. Each 
supplements the other and gives huge 


promise for the 


America. 


Arranging Music for the Movies - 


Ce should be generously besiowel 
on Mr. S. L. Rothafel (Roxy) for 
originating the plan to have moving pic- | 
tures invariably accompanied by music of 
a high class appropriate to the film. 
Prior to his time the musical accompani- 
ment was often laughably malapropos. In 
many parts of the world it still is woe-_ 
fully poor. “A recent visitor in London — 
told me that the orchestra in one theater 
played straight through an album of or- ‘A 
chestra selections of a character wholly m \s 
irrelevant to the film, producing many — 
ludicrous contrasts. There was no con- 
nection between the music and the film, — 
and it so happened that Sullivan’s Lost — 
Chord was played during a murder on the 
steppes of Russia. \ a 
The planning and making of an effective _ 
accompaniment to a really great picture ise 
by no means a small problem. It de- 
mands all the skill, native ability and ex- 
perience that the musician can command. 
He must have the technic of an original — 
composer combined with a strong dra- — 
matic sense. He must have a native theat- 
rical feeling, that is, he must know the 
intricacies of the stage, \the reactions of 
certain emotions upon the feelings of the 
average audience, whether it be in New — 
York, London, Paris or Berlin. He must — 
understand the use of the colors of the 
orchestral palette. - 
More than this, the musician “must lit- 
erally have at his finger tips the great 
musical classics of the world. Unless he 
has unlimited time he cannot pretend to 
make a thoroughly original score; he 
must borrow from the great masters of 
the past. To write an original score would 
take as much time as to compose an origi- 
nal opera and.far more labor than is taken 
to write a symphonic poem. The difficulty 
is that the time between the completion 
of the film and its presentation is so short 
that the human composer is forced to adapt 
sections and motives from the great music 
of the world. It is not humanly possible 
otherwise to produce a worthy score in 
such a short time. 


Providing the Somae 


N MAKING the setting fora great pic- 
ture the first step is to determine the 
geographic setting of the screen drama 
and the historical period. It is like cos- 
tuming a play. The characters have to 
be set off with themes that are authentic. 
and thoroughly natural, Movie audiences 
in America are so cosmopolitan that in- 
congruities and inaccuracies are quickly 
noted. This often calls for a careful 
study of the folk-music involved. Well- 
known themes are valuable, but, if too 
often used, give a hackneyed flavor. 
Then, in so far as is feasible, every out-_ 
standing character should be identified 
with a theme after the method employed 
by Richard Wagner in his music drama. 
Even in a popular picture it is often neces- 
sary to create a love theme which follows 
through the picture and is often heard 
from the lips of the audience as it is leav- 
ing the theater. This is a very human and 
legitimate means of identifying the love 
interest. 
It was responsible for Paredes of my 
best-known successes, Charmaine, written 
for “What Price Glory,” Diane, written 
for “Seventh Heaven” and Angela Mia, 
written for “The Street Angel.” 5 
Often it is necessary to intertwine eh 
themes by every possible contrapuntal de- 5 
vice so that the mixture of emotions can — 
be portrayed. It is comparatively easy 
to accompany villainy with an agitato or a 
misterioso. Much more difficult it is to 
find a theme ae is really useful for an 


HE FIRST distinctive manifesta- 
tion cf idealism of the great com- 
an monwealth, the United States of 
America, is not to be found in the ro- 
ances of Poe, the poetry of Whitman, 
the melodramas of Bret Harte, the essays 
of Emerson, nor the canvases of Whistler, 
4 Sargent, or Abbey, nor in the vast agricul- 
tural and industrial enterprises, nor in the 
scope and widespread adoption of Ameri- 
can inventions, nor in the far-reaching 
humanistic, philanthropic, and educational 

foundations, but in that characteristic evi- 
dence of the irresi:tible energy of a pio- 
-neer people, the form of architecture 
_ known as the “sky-scraper.” At first 
p): marked by hideous ugliness, these edifices 
’ were atrocities on the sky Ine. Now they 


. 


‘soar by the thousands, in raiment of rich 
artistic loveliness, thrilling artists, poets, 
and musicians from all over the world. 
; At night they are often radiant with light 

like the Aurora Borealis. They typify 

something which nearly every youth in 
our land instinctively feels—the inborn 
urge to look upward toward greater and 
_ finer things, not merely for ourselves but 
even for all the world. It is this which 
. gave wings to the Wright Brothers. It 
is this which sent Charles Lindbergh on 
i long, lone voyage across the seas. And 
te is upon this idealistic impulse to soar 
that America must depend for its musical 
advances in the future. 


“Soaring” 

HE IMPULSE io soar is the com- 

mon possession of all worth-while 
- people of all lands. America lays no claim 
to it as a distinctive possession. It is cited 
here, in the manifestations indicated, mere- 
ly because some who are unfamiliar with 
the conditicns in my country have per- 
sisten:ly misunderstood the people of the 
United States as being incapable of that 
idealism which is the basis of all great 
-art. Those who have not lived in America, 
may find it difficult to realize that a nation 
such as the United States, with its pro- 
_ digious commercial enterprises, does pro- 
~ duce in almost unlimited numbers idealists 
who are turning their attention toward 
things of permanent value. The American 
_ business man is often caricatured as a 
 purblind fool shackled to his desk and 
hopelessly incapable of appreciating the 
essential value of art. As a matter of fact, 
American men and women of the working 
class are often fantastically idealistic. 
The founding of a nation of one hun- 
dred mi'llion souls has been a gigantic 
task. We recognize our youth. We real- 
ize that we are in the midst of an over- 
_ whelming industrial and commercial epoch. 
But the argosies, laden with treasures, 
that fought their way through Mediter- 
ranean storms back to Venice, created that 
merchandising commonwealth which made 
possible the masterpieces of Titian, Tin- 
toretto, and Veronese. Periods of great 
commercial and industrial power have 
‘been repeatedly translated, by idealism, 
periods of artistic productivity. 
speare was a translation of the mate- 
pitts? of Elizabethan England. 
was a stern but typical expression 
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at Lausanne, Switzerland, August, 1929 


By James Francis Cooke 


France, The Netherlands, Spain, and Eng- 
land, had their periods of accumulation 
of energy and prosperity, which preceded 
rich and fertile manifestations of art, 
music, and literature, so the United States 
at the present time gives every indication 
of being on the threshold of a great day 
of creative idealism in which our country 
may be privileged to contribute something 
to the world, to compensate in some meas- 
ure for the magnificent heritage of beauty 
we have received from Europe. 

It is true that there has been a vast 
expenditure of money and effort on music 
in America. For instance, the importance 
of mechanical music as an auxiliary to 
musical education has been vividly realized 
in the United States. The Victor Talking 
Machine Company has offered prizes for 
musical compositions, which have aggre- 
gated forty thousand dollars. The Col- 
umbia Phonograph Company has given in 
prizes over twenty thousand dollars.- The 
Atwater Kent Foundation at Washington 
gives prizes to singers determined by se- 
lection over the Radio, amounting to 
twenty-five thousand dollars annually. 
The Musical Fund Society of Philadelphia 
has given prizes amounting to ten thou- 
sand dollars, for chamber compositions. 
These unheard of amounts have proved a 
spur to many, although we all realize that 
the greatest art works of all times have 
been produced almost exclusively without 
financial inspiration. However, music 
workers in America are assured of some- 
thing more than a competency if they suc- 
ceed. The fact that the people of the 
United States are said to spend from two 
to three million dollars a day upon music 
in its various forms does not in any way 
represent our musical progress; but it does 
at least indicate our tendencies and our 
hunger for all kinds of music. 


Our Debt to Europe 


LL THIS has led to regrettable com- 
parisons between the music of the 
Old World and of the New. In the early 


decades of the last century, when Henry 
Wadsworth Longfellow returned from one 
of his protracted trips to Europe, he made 
a number of translations of Italian Son- 
nets, among them Michelangelo Buonarot- 
tis tribute to Dante Alighieri, which be- 
gins * 


“What should be said of him cannot be 
said 

By too great splendor is his name at- 
tended.” 


That must be accepted as the permanent 
attitude of all thinking Americans toward 
the music of Europe. “By too great splen- 
dor is its name attended.” Some years 
ago. some well-meaning but misguided 
chauvinists went the length and breadth 
of our land extolling everything American 
in music and proclaiming our musical in- 
dependence of musical Europe. Nicholas 
Chauvin, himself, could not have been 
more fantastically eloquent over Napoleon, 
than these American chauvinists of our 
musical art in the States. One reason why 
propaganda of this kind never got very 
far is that, notwithstanding our reputa- 
tion for jingoism, Americans have innately 
a great antipathy for unfairness. We 
share in art the feeling that Thomas Hux- 
ley had in his field when he said: 

“Sir, I have no sympathy with chauvin- 
im of any kind; but surely of all kinds 
that is the worst which obtrudes pitiful 
national jealousies and rivalries into the 
realm of science.” 

Another reason why these American 
zealots have failed is that America, on the 
whole, is too well-informed and too eager 
for the truth, to accept anything but facts. 
Every European realizes that the ubiquit- 
ous American tourists, who visit Europe 
every year in incessantly increasing hordes, 
far outnumber the visitors from Europe 
that we have an opportunity to welcome. 
These pilgrims, together with the system 
of musical clubs in the States, the extraor- 
dinary amount of space given to music 
in the daily press and in the musical jour- 
nals, our active work in music in thou- 


THE ANGLO - AMERICAN MUSIC 
CONFERENCE 


The Anglo-American Music Conference, which met for the first time 
this year at Lausanne, Switzerland (August sixth to ninth), under the presi- 
dency of Sir Henry Hadow (for England) and Dr. Walter Damrosch (for the 
United States of America), represented a most important movement for a 
practical plan of codperation between the artistic and musical educational 


interests of Great Britain and the United States of America. 


A large number 


of noted educators participated. The General Addresses were made by Dr. 


W. G. Whittaker, Dr. 


Jacques-Dalcroze, and Paul J. Weaver. 


Saleeby, Edwin Evans, Clarence C. Birchard, James 
Francis Cooke, Dr. Bairstow, Percy Scholes, Dr. 


Augustus O. Thomas, M. 
The American Chairman, Speakers and 


Artists included: Hanns Pick, Ribau-Pierre, Ernest Schelling, Guy Maier, 
Charles B. Griffith, Willard MacGregor, Miss Mabelle Glenn, Dr. Will Earhart, 


Dean Wm. C. Mayfarth, Ernest G. Hesser, 


Herbert Witherspoon, Mrs. 


Harriet A. Seymour, George Gartlan, Dean P. C. Lutkin, Arthur H. J. Searle, 
Arthur E. Heacox, Mrs. Satis N. Coleman, Leo Rich Lewis, Mrs. Agnes Moore 
Fryberger, William Arms Fisher, Arthur Shepherd, M. Teresa Armitage, 
Louis Mohler, Frederick Jacobi, Miss Marie Withrow, Miss Sara Shillings- 


burg and Miss Inez Field Damon. 
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sands of public schools, colleges, and con- 
seryatories, our broad employment of the 
radio, in which Dr. Walter Damrosch has 
had an invaluable part, and the wired 
radio appealing to a citizenship of one 
hundred millions witha common language, 
and last, and of very great importance, 
the unending procession of European art- 
ists of all countries, who, since Rubinstein, 
have visited our country, all these have 
made us familiar to the point of intimacy 
with the history and musical activities of 
Europe. On the whole, it is safe to as- 
sume that America knows far more about 
musical conditions alone in Europe than 
Europe knows about any one thing in 
America. 

Until comparatively recent years, Europe 
has never cared. It was Sidney Smith 
who asked, in 1820, “In the four quarters 
of the globe, who reads an American 
book, or goes to an American play, or 
looks at an American picture or statue?” 
That was the attitude of most of Europe 
toward music in America, save as a field 
in which to exploit with fabulous profits 
Kuropean musical talent. This was a per- 
fectly natural and justifiable position. We 
were the provinces, and there was very 
little that is musical in the States to con- 
cern Europe. 


America’s Response 


N RETURN for the rich measure of 

musical achievement and inspiration 
which we have received from Europe, it 
is interesting to estimate what we have 
sent overseas to our motherlands and 
fatherlands. 

First we must mention the simple, heart- 
melting melodies of Stephen Foster, which 
were far more Irish and English than 
Negro in their structure. They found their 
way to Europe and were widely adopted 
by our English-speaking brothers. Our 
second exportation was of far more prac- 
tical than artistic value. It was the so- 
called American organ, or parlor organ, 
or harmonium, which was exported to 
Europe for years by the boat-load. This 
was the machine gun of the Gospel Hymn 
epoch in American Music. Entirely apart 
from musical considerations, the American 
organ represented American taste in home 
decoration, at its lowest; although it was 
probably little worse than the early Vic- 
torian bric-a-brac that William Morris 
fought so valiantly to exterminate. In 
appearance, the American organ looked 
like a cross between a soda water foun- 
tain and a roll-top deck. In sound it was 
that of a glorified accordion. Yet it served 
the important purpose of providing a key- 
board instrument in thousands of homes 
which could not afford a piano. Great 
numbers of these organs still exist in the 
“backwoods” mountain cottages of Ken- 
tucky, Tennessee, and other states. The 
problem of some of our mountain schools 
is that, after the student has been trained 
to play the piano excellently, she is often 
obliged to go back to a community where 
the home instrument is still the parlor or- 
gan. I have no doubt that many of the 
parlor organs may be found to-day in 
Europe. Their longevity is infinite, They 
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are the Methuselahs of the 
instruments. : 

Following the American organ came 
the third exportation—the phonograph in- 
vented by Thomas Edison—which led to 
the creation of the new science and art of 
recording sound and preserving musical 
interpretations. Within a few miles or so 
of my office in Philadelphia (although in 
the neighboring state of New Jersey), the 
enormous plant of the Victor Talking 
Machine Company (“His Master’s Voice”) 
has become the mecca for famous musi- 
cians from everywhere, whose recordings 
have in turn been shipped by the millions 
to all parts of the earth. In this one 
plant, some fifty-three acres, or about one 
hundred and twenty-five hectares, of floor 
space are devoted to the manufacture of 
records and instruments. In similar man- 
ner, the Columbia Phonograph Company, 
the Brunswick Company, the Edison Com- 
pany, and other organizations, through 
their huge production centers in Europe and 
in America, have literally flooded the world 
with opportunities to hear musical master- 
pieces reflected through a marvelous scien- 
tific accomplishment which came originally 
from the brain of the tireless Edison. 

Here we must recognize, as the next 
and fourth American exportation, the 
unique figure of Isadora Duncan. _ Her 
field was that of the dance and, therefore, 
only quasi-musical; but her spirit has in- 
spired thousands with new conceptions of 
rhythmic expression. She was an idealist 
to the point of fanaticism. She kicked up 
her legs and kicked down conventions like 
the born radical that she was. She 
shocked millions in her homeland, who, 
unable to comprehend the nature of such 
a human animal, refused to find anything 
in her art but needless contortions. In 
Europe she was received with open arms 
and was accepted as a new prophet of the 
poetry of motion. 

Fifth among our musical exports are the 
splendid marches of John Philip Sousa, 
which one of the eminent British musical 
critics described some time ago as the 
most distinctive music we have produced 
and also the most representative of our 
dynamic Americanism. Certainly these 
compositions gained world currency and 
are still widely played—many after thirty 
or forty years of popularity. The Sousa 
marches and the Sousa band, with its nota- 
ble innovations in instrumentation, gal- 
vanized America in the imaginations of 
many a European-born musician who has 
since made fame for himself in lofty fields 
of musical endeavor in America. Even 
our famous orchestral conductor, Leopold 
Stokowski, confesses to this. 


keyboard 


The Jazz Barrage 
MERICA’S NEXT BARRAGE, the 


sixth aimed toward the helpless 
world, was “‘jazz’—which, born in a 
brothel, gradually emerged into semi-re- 


spectability by way of the ballroom floor. 
Attributed to negro composers, it is really 
far more the scum of the melting-pot of 


America, a conglomeration of the rhythms’ 


and melodies of peoples of all lands fight- 
ing for existence in the new world. The 
Negro has had his part in the introduction 
of distinctive rhythmic patterns; 
the whole he had far less to do with 
“jazz,’ save for the performance of a 
few “jazz’ tunes by Negro bands, than 
most people realize. The Negro deserves 
far more credit for the evolution of spirit- 
uals than he does for “jazz.? The most 
famous “jazz” music has come direct from 
the hands of composers of Russian Jewish 
birth or background, to whom America 
has given vocal liberty. I refer to Berlin, 
Jolson, and Gershwin. When one con- 
siders the struggles of these men, and 
many like them, to rise from the social 
depths to their present position in the 
field of popular music, it must be realized, 
in all fairness, that in no other land could 
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such sensational advances have been pos- 
sible. Surmounting unthinkable obstacles 
and enduring terrific privations, they have 
found original idioms and humanistic 
forms of expression which are so elemen- 
tal that their works have now and then 
distinctive art values. Our subject is 
musical idealism in the New World. Sure- 
ly it is an idealism which led George 
Gershwin to fight his way from the low- 
est rungs of the musical ladder to the 
piano concerto, which he has played with 
leading American orchestras. 

Finally, in an all too restricted fashion, 
we have sent forth the works of Edward 


MacDowell, Mrs. H. H. A. Beach, Charles 
Wakefield Cadman, Ethelbert Nevin, 
Thurlow  Lieurance, Horatio Parker, 


Reginald de Koven, George W. Chadwick, 
Deems Taylor, Edgar Stillman Kelley, 
John Alden Carpenter, Henry K. Hadley, 
James H. Rogers, Ernest Kroeger, and a 
group of other composers, whose works 
in larger and smaller forms have found 
their way to some of the leading concert 
halls of Europe. We are immensely proud 
of the recognition they have gained. They 
have put into currency many enchanting 
melodies and some remarkable works of 
broad dimensions. In many instances their 
musicianship has risen to magnificent peaks 
of mastery. I will not court journalistic 
suicide by attempting to indicate a prefer- 
ence for any one of these composers. 

It is not in this area, however, that we 
are to find the highest evidences of Musi- 
cal Idealism in the New World. Nor are 


we to find it in some of our symphony 
orchestras which have received world ac- 
claim. Nor are we to discover it in our 


heavily-endowed musical institutions. Nor 
will we see it in the fine standards of the 
Metropolitan Opera Company of New 
York or the Chicago Civic Opera, nor in 
our far-reaching American musical indus- 
tries; but we will find it rather in a most 
extraordinary and highly exalting outlook 
upon music as a broad highway to a finer 
and happier existence. We have three 
manifestations of this: 


Manifestations of Idealism 
HE FIRST and most significant is 
revealed in the work accomplished 
by the public school music supervisors of 
America, which, during the past quarter 
of a century, has revolutionized the music 
in the public schools: Statistics are dull 
and you will not be bored with them now; 
but, if this audience could be transported 


_by some marvelous magic to one of the 


very excellent American schools found in 
thousands of fair-sized American com- 
munities, and if you could hear not merely 
the unusual quality of the singing and of 
the orchestral groups, but, most of all, 
witness the insatiable zeal shining from 
the eyes of the young folks who now find 
a new life idealism in. this invigorating 
art, you would sense instantly that a great 
part of America’s great musical future 
rests here. To-day, literally millions of 
children in America are enjoying musical 
cultural advantages of a highly superior 
character. In this work, the radio, the 
talking machine, the player piano, and the 
musical press, all play a significant part. 
_ Many years ago I made a trip of several 
thousand miles, visiting European musical 
centers for the purpose of inspecting in a 
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general way musical educational condi- 
tions. At that time I heard most of the 
fine student orchestras of Europe in the 
great conservatories. In fact, I played in 
one of them. Would it surprise you to 
learn that, thanks to the public school 
music system in America, there are now 
scores of very excellent orchestras in the 
public schools in all parts of America? 
Some of the combined orchestras in some 
cities attempt very ambitious programs. 
The National High School Orchestra of 
over three hundred remarkable players, 
under Joseph E. Maddy, has, as many of 
you know, been a real thrill to Dr. Walter 
Damrosch, Frederick Stock, Ossip Gabril- 
owitsch. Carl Busch, and every famous 
director who has conducted that unusual 
group of musical enthusiasts. This is 
presented as a manifestation of American 
idealism in music, because it has been my 
privilege, for a lifetime, to know large 
numbers of the great body of music su- 
pervisors in the public schools, and because 
I have had innumerable opportunities to 
admire that spirit of sacrifice for a great 
goal which is the very essence of idealism. 
They are not high-salaried public execu- 
tives. Many callings in America would 
yield leaders of similar intelligence, train- 
ing, and talent, larger incomes; but these 
zealous music workers find in their field 
a joy which is a delight to witness. At 
Chicago, at the 1928 Biennial Conference 
of Music Supervisors (5,000 in number), 
founded by the noted American educator, 
Dr. Frances E. Clarke, lasting a full 
week, and held in a typically enormous 
American hotel, there was an overwhelm- 
ing spirit of enthusiasm and idealism 
which was one of the most stimulating 
and inspiring experiences I have ever 
known. One was simply swept away by 
the sincerity, ambition, and accomplish- 
ments of this wonderful group of teachers, 
in helping to bring music in its finest 
forms to the youth of America. 


America’s Musical Clubs 


HE SECOND EVIDENCE of musi- 

cal idealism in America is the amaz- 
ing “spread of the National Federation of 
Musical Clubs. This organization is com- 
posed of five thousand clubs with five 
hundred thousand individual members, 
largely women, who seek through weekly 
and monthly meetings to keep in more in- 
timate contact with music. The clubs 
range from small groups in country towns 
to huge gatherings in large cities. Let, us 
go, for instance, to a typical meeting of a 
musical club in my home city of Philadel- 
phia, which boasts four large clubs: two, 
the Matinee Musical Club and the Phila- 
delphia Music Club, each having member- 
ships of nearly two thousand. Weenter the 
ballroom of the elaborate Bellevue-Strat- 
ford Hotel, an eighteen-story structure cov- 
ering a city block. In the ballroom, which 
resembles that of some European Palace, 
are seated some two thousand auditors 
with a very large proportion of women. 
The guest of honor for the day is, let us 
say, Richard Strauss, or some other artist 
of great distinction. There are speeches 
and afterwards a very fine program pre- 
sented by noted artists engaged for the 
occasion, and also by club members of 
manifest ability. Such a club will meet 
every other week. While it is indisputable 


HAIL TO THE NEW MUSIC SEASON! 


Right now music is receiving the greatest promotion the art has 


ever known. 
active music workers. 


The coming year promises to be a “Gala Season’’ for all 
The new forces in the music field—the music 


clubs, the music supervisors, the radio, the improved talking machines— 
all these multiply opportunities for teachers and students, if they but 
make use of the advantages offered. Live music workers, all over the 
country, are looking forward to a season of splendid opportunity and 
prosperity. 


of such training must be felt in the future. 


that many members of such clubs have 
higher regard for the social advantag 
than for the musical opportunities, it s 
nevertheless true that these large clubs 
have fostered musical education enor- 
mously, have provided fine openings for 
young artists, and have conducted mucl 
important musical sociological work in 
Philadelphia and in other parts of the 
United States. The Matinee Musical Club, 


has three notable resident opera compa-_ : 
nies. The Matinee Musical Club has a®. 


It also has noteworthy opera’ 
The performance of D’Albert’s 


chestra. 
schools. 


Class and the Student Orchestra of the 
Curtis Institute of Music of rea f 
on which Mr. Josef Hofmann is the di 
rector, ranks among the very finest oper- 
atic performances I have heard; and in 
saying this I am thinking of memorable 
evenings at La Scala, the Opéra Comique 
of Paris, of Berlin, Leipsig, Dresden, 
Brussels, Munich, Bayreuth, Monte Carlo, 
Covent Garden, Chicago, and the Metro- \ 
politan of New York. It is one of the © 
signal manifestations of the huge advance 
in standards of musical education in the > 
United States. One of the Philadelphia 
women’s musical organizations is a Wom- — 
en's Symphony Orchestra playing excel- 
lent programs in widely-acclaimed fashion. 
The wife of a noted Continental diplomat — 
said to me recently, “Before we could — 
have such clubs in my country we would 
have to rebuild our social structure and — 
also our hotels.” The clubs in the smaller — 
towns and cities are sometimes modeled 
after these big town clubs, but more often | 
they are likely to delve more intimately 
into musical educational problems. Hun- 
dreds are history clubs, or music study — 
clubs, doing cultural work of a very high 
and constructive character. In all, the © 
music clubs of America represent distinct — 
evidence of the idealistic tendency of large : 
groups of American men and women to 
devote their energies and talents to fos- 
tering fine music. It must, however, al- 
ways be remembered that America as a 
whole is in an evolutionary stage. Rach- y 
maninoff has proclaimed New York as one _ 
of the greatest modern music centers of the 4 
world. This is one opinion of a foreign 
visitor. But New York is not America 
any more than Paris is France. America 3 
needs its musical clubs in hundreds of 
small towns more than you may realize. a 
It is proud of the luminous idealism they 
represent. 


HE THIRD manifestation of musical — 

idealism in the United States is the — 
very extensive manner in which music has 
been adopted in colleges and universities 
as a regular part of the academic work. 
Some of the music schools in American 
colleges and universities have equipment — 
and courses that would prove very inter- 
esting for the European visitor who chances 
to survey them. The Eastman School of 
Music at Rochester University has, for 
instance, one of the finest conservatory 
buildings in the world, with a huge opera 
house and a magnificent concert hall avail- 
able. The factor of idealism enters in the 
attitude of these colleges in continuing the 
elements of a broad cultural training af- 
forded by a classical education together 
with music. Thousands and thousands of 
American students take their Homer, Vir- 
gil, Goethe, Hugo, Shakespeare, trigonom- 
etry, astronomy, chemistry, and foreign 
languages hand in hand with Bach, Bee- 
thoven, Chopin, and Debussy. The outcome 
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! HOPIN, when he was hardly twenty 


years old (October 20, 1829) wrote 
from Warsaw to his friend, Titus 
Woyciechowski, “I have composed an Etude 
in my own style,’ and on the 14th of 
November he announced to the same friend 
the completion of several Etudes which he 
would like Woyciechowski to know. 
Between his nineteenth and his twenty- 
third year, Chopin composed the twelve 


- Etudes of Op. 10, those Etudes which, be- 
yond any other of his compositions, show 
his extraordinary genius. 


In these it is not 
“too much to say he transformed the art of 
music in general. 
To realize this fact, we have only to con- 
sider the Etudes which were in use at that 


time, 1830. There were Etudes by Hum- 


mel and Moscheles, Cramer and Clementi, 
Berger and Kessler, Bertini and Czerny. 
‘Compare these with the Chopin Etudes! 
It is plain that the Etudes of Chopin are 
masterpieces. Not only that; they opened 
to music and technic a new horizon. For 
they abound in bold inyentions and in 
thrilling poetry, and their beauty of form 
‘is absolutely perfect. 

Chopin wrote these Etudes with technical 
‘objectives in mind, and therefore intro- 
duced into them every sort of pianistic 


-problem which had to do with technic. 


There are arpeggios, traversing the whole 


_ length of the key-board, chromatic scales, 


‘dissimilar rhythms, double notes. 

But also he transfused into them such 
lofty beauty, such poetry, such compelling 
elegance, that each one is a pure work of 
art. 

James Huneker, in his admirable book, 
“Chopin, the Man and the Artist,” has de- 
voted long pages to the Etudes. He calls 
them the work of a Titan, and he pre- 
dicts that they will live forever. 

Another critic, Niecks, has said, “They 
(the Etudes) have never been equalled. 
Whether they are studied from the «s- 
thetic point of view or from the technical, 
they are unique, for not one page of their 
like can be found in any other master.” 

Kullak also has written of them. He 
says, “In the Etudes Chopin has given us, 
in concentrated form, all his art, all his 
genius.” 

George Mathias says, “In the Etudes 
Chopin reveals himself with more youth, 
more vivid life, more verve than in any of 
his other works.” 

Heller writes, “Chopin, in the Etudes, 
enters a hitherto unexplored country of 
harmonies and rhythm.” 

Mme. Ramann, the biographer of Liszt, 


suggests that the Etudes of Chopin were 


due, in some part, to the influence of his 
association with Liszt. But the contrary 
is true. The date of Book 10 of the 
Etudes proves this fact. They exhibit both 
courage and deep feeling. And, in this 
regard, they are monumental as well as 
unique in the art of music. But let us 
compare them with the Second Book, Op. 
25. We do not find here any difference in 


* the style, in the manner of writing, such 


as would indicate a new influence! No! 
There was doubtless an absurd excess of 
devotion, on the part of Liszt’s biographer, 
which led her to make this claim. 


> 


ius 25. INO; 2 


Istpor Puivipp 


TRANSLATED FROM THE FRENCH 


By Florence LEONARD 


Liszt’s Praise of Chopin 

ISZT HIMSELF often expressed his 
wonder and his admiration with re- 
gard to the art of his great contemporary, 
an art which he found new and original. 
He wrote, once, a review of a concert 
which Chopin had given, in which he him- 
self played one of Chopin’s Etudes. In 
this account he said, “I will not under- 
take, here, a detailed analysis of the com- 
positions of Frederic Chopin. But I will 
say that, without insincere seeking for 
originality, he is himself in these works, 
both in style and in conception.” The ideas 
are new and he gives them, moreover, a 
form that was till now unknown. A sort 
of wild impetuosity is characteristic of his 
nation. This impetuosity is expressed in 
the bold dissonances, the strange harmonies 
of his compositions. But in his own per- 
sonality were delicacy and grace. This 
personality is revealed in a thousand deli- 
cate outlines, a thousand graceful orna- 


ments that spring from his inimitable fan- 
tasy.” (Gazette Musicale, 1847). 

This article was a pendant to one by 
Schumann. Schumann’s article was signed 
“Busebius,” and appeared in the “Neue 
Zeitschrift fiir Musik,’ which he himself 
had founded. 

Schumann wrote: “This name that we 
have mentioned so often, as of a rare 
star, risen in the late hours of the night, 
is not to be forgotten. Whither will its 
course tend? How long will its brilliancy 
endure? Who can know! From the mo- 
ment when it first appeared, even a child 
would have recognized it, because of its 
deeply glowing rays. I remember hearing 
Chopin play most of his Etudes, and I re- 
member that he played them @ la Chopin 
—in his own way! Imagine an /Zolian 
harp that possessed a complete gamut of 
sound. Imagine that the hand of an 
artist drew from this harp every sort of 
elegant and fantastic arabesque. Then you 
will have an approximate idea of his ideal 


FREDERIC CHOPIN 
From a statue by Fix-Masseau 
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playing. It is impossible to describe such 
playing. It is like a dream which one 
would fain remember forever. 


Too Fair for Choice 

jer as HELLER was especially en- 

thusiastic over these works, at the time 
their publication. “What more does 
one need,’ he wrote, “to assure hours of 
perfect happiness! For my part, I search 
smong these poems—it is the only word 
which fits the creations of Chopin—to find 
which ones [ shall fix in my memory. 
what can one choose 
Etudes ? 

And Heinrich Heine, the poet, 
“Chopin is the great poet of music.” 


of 


But 
from these beloved 
said 


It was a curious coincidence that Chopin 
should have dedicated the Etudes of opus 
1 to Liszt, and those of opus 25 to Madame 
d’Agoult. 

Marie de Flavigny, very beautiful, witty, 
fascinating, had married at the age of 
twenty, the Comte d’Agoult. In 1835 she 
left him for Liszt. Three daughters were 
born of this union. The third was Cosima, 
named for Lake Como, on the border of 
which she was born. Cosima was first the 
wife of Hans von Bitlow, later of Richard 
Wagner. The salon of Mme. d’Agoult and 
Liszt was frequented by all the celebrities 
of Paris, and it was here that Chopin made 
the acquaintance of George Sand, who had 
such an influence on his life. 


Frost-W ebs 
ET US PASS to the Etudes them- 
selves, and to one in particular, opus 
25, No. 2, in f minor. This Etude fixes 
itself forever in the memory. Huneker 
says that it has the delicacy of frost 
flowers on the window-pane. 

Mathias has told me that Chopin played 
it pianissimo, without rubato. His fingers 
were like velvet, with an ideal legato, as 
if he overcame completely the blow and 
the rebound of the hammer. 

“Play this Etude transparently, without 
nuances,” said von Bulow, “Delicately— 
dreamily.” Mendelssohn wrote that he had 
never heard anything so enchanting as these 
pages, when played by Chopin’s fingers. 
Chopin himself called this Etude, with its 
sweet murmurs, “the ideal portrait 
Marie” (Marie Wodzinska). 

Chopin’s pupils, no matter what grade 
they were in, were all required to play 
their scales very carefully, and, besides 
these, with equal care, the Preludes and 
Exercises of Clementi. In particular they 
had to play that one in A flat! 


Ex.4 
Sal. toler es 
st 


ol 


If any note sounded dry or harsh it had 
to be repeated and was severely criticized. 
Mathias has told me that the first arpeg- 
gio of this exercise caused many tears to 
flow. It had to be played rapidly, cres- 
cendo, with perfect smoothness. It must 
be repeated a hundred times. The Etude 
had to be studied in all possible ways, slow 
and fast, forte and piano, staccato and 
legato until the whole could be played 
evenly, Jegatissimo, without mishap or 
stumbles. 

Mathias, in his preface to my “Daily 


(Continued on page 687) 
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Questions on (Class Geaching Answered 


Q. Do you think Class Piano work: is a 
fad which will be soon discontinued ? 

A. No, I do not so consider it. It is a 
plan which, it now seems, w.ll eventually be 
perfected and included in the curriculum 
of all public schools. 

Q. Should the private piano 
undertake this work? 

A. If he knows of children who desire 
lessons and cannot afford private instruc- 
tion, the private teacher might experiment 
with one or two small classes on Saturdays. 

Q. What material shall I use for a class 
of very young children? 

A. The book, “Music Play for Every 
Day.” For older children John M. Wil- 
liams’ “First Year at the Piano” is very 
satisfactory. (The above books are pub- 
lished in sections, which makes the initial 
outlay for material small.) 

Q. Shall I accept in my classes pupils 
who do not have pianos in their homes? 

A. It is better if the child has a piano of 
his own. If not, make sure that he has 
access to a piano where he can practice 
daily. He might get along for a few 
weeks with a portable keyboard, if he is 
very much interested. 

Q. How can I hear all the members of a 
class play during an hour lesson? 

A. Work fast; hear the children play in 
turn. It is not necessary to hear more than 
a few selected measures of each piece. 

Q. How shall I obtain permission to 
teach piano classes in a school? 

A. Secure permission from the Board of 
Education, the Superintendent of Schools, 
and finally the principal of a specific school. 

Q: How large should piano classes be? 

A. They should include not less than four 
nor more than twelve pupils. If this work 
is new to you, begin with a small group. 

Q. I am a private teacher but am inter- 
ested in group teaching. Do you think I 


teacher 


should undertake this work without special 


training ? 

A. Most teachers néed special training in 
class procedure. One must know how to 
direct the activity of several pupils at 
once. If you have never done this, a short 
normal course in class teaching, with the 
usual practice teaching, would give you 
more confidence. 


A man’s real mind is best illustrated by 
his thoughts. One sees in Schubert’s face 
the genial, care-free countenance of the 
Austrian professional man. Schubert, 
however, was perhaps a deeper philosopher 
than most people realize, THe Erupr pre- 
sents this month a very handsome colored 
portrait of Schubert taken from the oil 
painting by Wilhelm August Rieder as a 
supplement to these reminiscences. 

The following extracts from an entry in 
this composer’s diary (as reprinted in 
“Franz Schubert’s Letters,” published by 
A. A. Knopf) reveal a side of Schubert 
with which too few people are familiar: 

“Man is like a ball, the plaything of 
Chance and’ Passion. 

“This sentence seems to me to be ex- 
traordinarily true. ‘ 

“T have often heard it quoted: The 
world is like a stage where each man has 
his part to play. Praise and blame are 


By Jura E. 


BROUGHTON 


OF THE DEPARTMENT OF MUSIC EDUCATION OF NEW YORK UNIVERSITY 


Q. Ido not understand why group instruc- 
tion in the schools will not deprive the pri- 
vate teacher of his pupils. Is this fair? 

A. I am sure you realize that many chil- 
dren cannot study the piano because private 
lessons are too expensive. If these children 
could have the privilege of studying piano 
in the schools, and you as their teacher 
might some day have the opportunity of 
being paid a regular salary by the Board of 
Education, would this not be an ideal sit- 
uation for all concerned? 

Q. How many pianos are necessary ° 

A. If your class numbers ten or twelve 
pupils, one piano will be sufficient, although 
two pianos could be used to advantage. 

Q. How can I watch a group of ten chil- 
dren and see what each is doing all the 
time? 

A. Visit an ordinary school room. Watch 
a capable teacher handle a group of forty 
or fifty children. She somehow manages 
to assist the individual pupil quickly and 
definitely, without losing the attention of 
the entire class. 

Q. Do you believe that parents should 
visit the piano classes? : 

A. Yes, as often as possible. This brings 
about better coéperation jin the matter of 
home practice, which is an important fac- 
tor. 

Q. What equipment is necessary for class 
work? 

A. Piano, tables and chairs of proper 
height, portable or paper keyboard, blac'- 
board, staff liner, music racks, instruction 
books. 

Q. Do piano teachers in public schools 
have to present a State certificate in order 
to teach? 

A. If they are paid from State funds, 
yes. In North Carolina teachers are re- 
quired to present a certificate. In Michi- 
gan, at the present time, no certificate is re- 
quired. 

Q. What is a proper length for a class 
lesson ? A 

A. One hour once a week. In some cities 
two class lessons are given weekly. 

Q. I wish to start piano classes in my city 
but do not desire to take pupils awav from 
private teachers. Can you help me with 
this problem? 


Paragraphs from 


awarded in the next world. But just as 
theater roles are laid aside, so are our 
life roles, too, and which of us can say 
if he has played his well or badly?—A 
bad theater régisseur gives out parts to 
his people which they are not capable of 
playing. But there is no question of negli- 
gence with us. An actor has never been 
dismissed from the world-theater, surely, 
because he spoke his lines badly? As soon 
as he gets a suitable rdle he will play it 
well. Whether he is applauded or not 
depends on how the ‘audience, singly and 
collectively, is disposed*towards him. Up 
there praise and blame depend solely on 
the World Régisseur. For blame is saved 
up, too. 

“A man’s natural disposition and educa- 
tion determine his intelligence and -his 
heart. The head should be, but the heart 
is, the ruler. Take people as they are, not 
as they ought to be. 


A. Accept only beginners as pupils, re- 
fusing to teach children who have previ- 
ously studied. 

Q. How old should the children be when 
they start this work? 

A. Usually in the third grade or higher. 

Q. Are there any cities where children do 
not have to pay for class instruction in 
piano-in the schools? 

A. Yes, there are several. Los Ar.geles is 
an example, where piano instruction is 


offered as part of the school curriculum. : 


Q. I have a class of twelve pupils. Four 
are much more advanced than the others. 
What shall I do about this? 

A. Divide the class into two groups. It is 
very important that you classify the pupils 
according to ability and not according to 
age. 

Q. How are the piano teachers in the 
public schools paid? 

A. By the Board of Education or by the 
children themselves. As a rule, the first 
classes in a community are paid for by the 
children, at a low rate. Later, when the 
work has proved to be successful the Board 
of Education is willing to pay the teacher’s 
salary. 

Q. I have difficulty with discipline. The 
children seem to get excited and several 
talk at the same time. How may I remedy 
this ? 

A. In order to accomplish a large amount 
of work, the pupils must be quiet and order- 
ly. “Pleasant firmness” is a good motto for 
you. The usual custom of requesting the 
child to raise his hand when he wishes to 
speak will help the situation. 

Q. Do you approve of adult pupils study- 
ing in classes? 

A. Yes, indeed. The real problem with an 
adult beginner is self-consciousness. This 
is Overcome sooner in class than in private 
lessons. 

Q. If pupils are absent from the class, is 
this work made up by the teacher” 

A. Asarule, this cannot be done. Another 
student can assist the absent pupil and 
show him the work covered. He will then 
work this out by himself. 

Q. How much shall I charge for class 
lessons ? 


A. Twenty-five, thirty and fifty cents, 


Schubert’s Diary 


“Happy moments relieve the sadness of 
life. Up in heaven these radiant moments 
will turn into joy perpetual, and ever more 
blessed will be the vision of worlds more 
blest. 

“Happy is he who finds a trusty friend. 
Happier still he who finds a true friend in 
his wife. 

“Nowadays the idea of marriage is full 
of terrors to a single man. He sees in it 
only dreariness or wanton sensuality. Mon- 
archs of today, you see this and are silent! 
Or: do you fail to see it? Then, O God! 
veil in darkness our minds and our senses; 


yet one day draw back the veil again with- 


out us having suffered harm. 

“Man bears misfortune without com- 
plaining, and finds it thereby the harder to 
bear—Why then did God endow us with 
sympathy? 

“Light head, 


‘ 


light heart! Excessive 


according to the size of the class 


Q. Why are so many private teachers op- ~ 


posed to class teaching? 

A. Personally, I believe it is a progressive. 
step, but I ac..nowledge that a great deal of 
class teaching has been poorly done, thus” 
arousing S prejudice against it. j 


have been correspondingly good. 
Q. Do you think the dizector of music in, 
the public schools should do this work? 


A. When possible, a specially trained classm 
The 


director of music, of course, supervises — 


piano teacher should be employed. 


this work. In Dallas, Texas, a special di- 
rector of piano class work supervises 
the work of several teachers. 

Q. Do the children pay for their lessons 
each week? 


A. This is not a good plan. They should — 


pay for a month’s or térm’s lessons in ad- } 
This insures regular attendance © 


vance, 
and saves the teacher’s time. 


Q. How can I be sure that the pup‘ls will 


practice at home? 


A. Have regular printed practice slips, — 


which you give out at the end of each les- 


son, These are to be filled out and signed — 


by the parent and to be returned to you 
at the beginning of the next lesson. 
Q. Why have some grade school teachers 


been allowed to teach piano classes? I 4 


disapprove of this very much, 


A. Because the regular piano teachers 


have been so backward in investigating this 
new idea, and in some communities the de- 
mand for class piano instruction has been so 


insistent that it has become necessary for 


someone to carry on this work. 


Q. Is it not true that piano class work 


has been commercialized by various music 
interests ? 


A. Yes, this has been the case in some 


cities; but this form of promoting class 
work has been practically discontinued be- 
cause of the prejudice against it. It is now 
generally recognized that this is an educa- 
tonal field of work which should be car- 
ried on by trained musicians. 

Q. What kind of keyboards should I use? 

A. The portable keyboard with individual 
l-ey action is best, although more expensive 
than the paper keyboards, 


I'ght-headedness usually conceals a too 
heavy heart. 


“The wise man’s greatest aE i 


and the fool’s great happiness are grounded 
in custom and convention. 
“The noble-minded man experiences, in 


misfortune as in prosperity, the full meas- 


ure of both. 
“Now I cannot think of anything more. 
Tomorrow I shall certainly think of some- 
thing else. How is that? Is my mind duller 
today than tomorrow because I am sleepy 
and full-fed?—Why does the mind not go 
on thinking when the body is asleep?—It 
surely goes a-wandering—It cannot sleep, 
too? 
“What strange ideas! 
Do I hear folks say? 
They cannot be solved, 
Try as we may? 
So good night “s 


Till morning Soe 


AS A professional musician this jazz 
#& thing interests me intensely, though 
~~ my musical background and train- 
y have been very distant from the paths 
jazz. I have no intention of placing be- 
fore the reader either a pean for jazz nor 
yet a tirade against it. As a sample of 
‘the latter attitude I quote a comment, car- 
ried by a recent musical journal, from a 
woman of some prominence: “When any- 
body-asks me what I think of jazz music 
I reply that there is jazz and that there is 
music, but that there is no jags music.” 
(The italics are mine.) This attitude, 1 
submit, is wrong. A form of musical 
activity that has reached perhaps one hun- 
| Petved and fifty es of people in Pe 


f Fsmsed i in many other Beas can scarcely be 
dismissed with a contemptuous gesture. 
, In constructing an anatomy of jazz 
music, one is struck first of all by its 
origin. Its decriers tell us that the cradle 
of jazz was the brothel. Its advocates say 
that it sprang from the sidewalks of our 
_ great cities. Probably the truth lies some- 
where between the two: the dance-hall, 
the restaurant, perhaps the saloon—these 
had their place in the genesis of jazz. 
And what of it? Did not one of the 
_ greatest musical geniuses of all time, 
Schubert, pen song aiter song amidst the 
simple surrounding of the beer gardens of 
_ Vienna? The strength of all arts lies in 
their being firmly rooted in the raw, ele- 
mental things of life. Jazz has drawn 
strength from just such foundations. From 
the more humble walks of life it has 
sprung: now they are talking of dressing 
it up in Paquin gowns and taking it to 
\ the opera houses ! We may hope to fore- 


tell the result through a series of parallels. 


The Watermelon Patch 


. : ET US TRY to understand just what 
aH is meant when we use the term “jazz.” 
J) Mr. Paul Whiteman, I believe, is authority 
for the oft quoted dictum that jazz is not 
a particular type of music in itself but 
rather “a method of playing music.” Even 
: the most superficial observation will sub- 
stantiate this statement. Have not the jazz 
' men regarded the classics as one great 
“ watermelon-patch, and emulated the Ethio- 
pian by filching the choicest melodic bits 
from that patch? The method of playing, 
you see. Not the thing played. The 
artisans of jazz also borrow freely from 
each other, but here again there is classical 
precedent, for it is a matter of record that 
the great Handel appropriated, in a most 
unabashed manner, ideas that pleased him. 
And no less an authority than Mr. Irving 
4 Berlin has stated that traces of reminis- 


smashing popular success. 
Strict originality regarding melodies 
ust therefore be eliminated in any at- 
Fe dempt to analyze the elements and future 
of jazz music. There is a distinctive qual- 
~ ity to much of the best of the later jazz 


to some of the melodies, but it is my opin- 
ion that the greater part of this flavor must 
_ he charged to the inherent rhythmical con- 
struction rather than to the melodic out- | 
tine proper. To this rhythmic considera- 
tion we shall shortly come. 
In the chord-work or harmonic-web em- 
ployed by the present inhabitants of Tin 
Pan oe we find considerable of interest. 
: eae of recent years has been 
fur Compare, if you will, 
mpl ed i in the popu- 
e in fifteen or 


By Gorvon Batcu Nevin 


twenty years ago with those of today. 
Take that popular hit of other years, “In 
the Good Old Summer-Time,” and place 
it beside any recent song hit. In the old- 
timer we find a chorus using barely six 
different chords, and practically devoid of 
“chromatics” or passing notes. And this 
song is typical of the period in every re- 
spect. 


Many Hued Harmony 


So a modern example, as, for in- 

stance, “Persian Rug,” and you have a 
thing fairly bristling. with chromatics, 
using many passing notes, and making use 
‘of not less than three times as many dif- 
ferent chords as were found in the older 
song. These proportions will vary, of 
course, but one is safe in stating that there 
is at least a one-hundred per cent increase 
in harmonic variety in the bulk of today’s 
popular music. The sources of this com- 
plexity are obviously the classics, but that 
is another matter. 

So, by the route of inverse progression, 
we reach the mainspring of the “music of 
the millions’—its characteristic and in- 
dividual rhythmic construction. Here we 
must grant that the jazzists have created 
more than they have borrowed. Upon a 
primitive ‘‘obstinato’” rhythm insistently 
proclaimed by the drums they have super- 
imposed a mass of uneven groupings, split 
beats, back-t:me, flutter-tongue effects, and 
so forth, not to mention “noodling,” “dirt,” 
“hot-stuff,” and similar terms taken from 
the weird but descriptive argot of the 
trade. Hardly a single rhythm is brand 
new; it is doubtful if there is at this late 
date such a thing as a new rhythm. But 
the jazzists have woven some novel pat- 
terns with the rhythmic threads, and they 
deserve credit for some of the patterns 
they have put together. In the ceaseless al- 
ternation of various rhythmic groupings 
and the kaleidoscopic speed with which the 
groupings succeed each other lies one of 
the characteristic qualities of the jazz of 
today. 

Part and parcel of the whole creation is 
the extraordinary combination of instru- 
ments employed and the even more ex- 
traordinary “scoring” or employment of 
these instruments. The thing is absolutely 
without parallel in this or other lands. We 
look in vain for those simultaneous spurts 
of development which the historian usually 
discovers in various parts of the world 
when he analyzes the growth of any art 
or science. The format of the jazz or- 
chestra (or bund, as it is usually called) 
was created here in these United States, 
and its present more or less standardized 
make-up is peculiarly American. 


cence are a distinct asset in producing a _ 


It Takes “Nerve” 


N WHAT other land could have been 
found the sheer “cheeky” nerve that 
would have thrown together a brass choir 
(three to six men), a saxophone choir 
(three to five men), a violin or two, a 
piano or two, a banjo or two, and, labor- 
ing under the term “drummer,” a versatile 
performer on divers sound-producers of a 
percussion nature? Multiply this number 
of men by the jazz factor for “doubling,” 
that is, the playing by each man of more 
than one particular instrument, plus the 
wholly original use of countless devices 
(mutes) for changing the tone of each in- 
strument, and we begin to grasp the chief 
points of departure from classical “instru- 
mentation.” Hence the truth of the state- 
ment from one of the crowned-heads of 


jazz that the thing is a method of playing 
music. 

Briefly, then, we have a musical mani- 
festation embracing: 1. melodic lines of 
no great originality; 2. harmony of con- 
siderable sophistication rather than inher- 
ent newness; 3. rhythm of a complex na- 
ture superimposed on a basic beat of ut- 
most monotony; 4. a technic of instru- 
mentation peculiarly individual. 

Before venturing an analysis of these 
facts and attempting a glance into the fu- 
ture, I wish to confess openly that, despite 
my training along strictly “classical” lines, 
my years of labor in the field of church 
music and pedagogy and my writings in 
the field of organ music and pedagogical 
material, / frankly enjoy jass of the better 
type, when played by first-rank organiza- 
tions. Third and fourth-rate “bands” are 
something entirely different, and | am con- 
sidering only the better class of jazz as 
produced by the leading exponents of the 
art. 

This confession is a bit courageous for, 
as the English critic, Francis Toye, says, 
“We Anglo-Saxons show’a marked pref- 
erence for light music, and, for this. very 
reason, are loth to believe that it can pos- 
sess merit equal to that of music more dif- 
ficult to appreciate.’ We find it difficult 
to reconcile our likes with the things we 
have been taught. As Toye adds, “One 
cannot have Puritan ancestry with im- 
punity !” 

There has been much be-fogging of the 
real issues, and to this be-fogging the jazz 
propagandists have materially contributed. 
Ernest Newman has neatly called attention 
to an important point: “Jazz has two 
aspects—the musical and the terpsichorean. 
It is still unequalled as a medium by which 
fair women may perspire in the arms of 
brave men.” This is a bit harsh in that 
it implies too-severe limitations. 


Jazz by the Dose 


AZZ IS also a medium by which the di- 

gestion may be aided and by which the 
cares, worries and monotony of this nerve- 
taut age can be temporarily forgotten. For 
the present-day theater, especially for the 
musical show that has so nearly destroyed 
the operetta of other years, it is nearly 
ideal. At the banquet it may serve as a 
narcotic to the boredom which formerly 
was assuaged by the juice of the grape. In 
an age that prays above ali things to be 
spared the tortures of quiet thought, jazz 
has its sure position. When conversation, 
that lost art, languishes and dies :—‘‘turn 
on the radio; let’s have some jazz!” 

We have indicated that the strength of 
jazz music lies, in a diminishing scale, 
within these qualities: its orchestration, 
its rhythmic individuality, its ventures into 
sophisticated harmony and its melodies. 
Reduced to the essence this means that the 
technic is stronger than the motivation. 
Were jazz the property of the few, this 
would spell its early sentence to death; 
but jazz is not the property of the élite 
and herice it means nothing of the kind. 
What it does indicate is approaching fixa- 
tion, the case-hardening of a well-worn 
groove, a condition of standardization. 

Everything considered, the past year 
has shown less development than did any 
three months of the five years previous. 
The bigger bands, using thirty to thirty- 
five men have come and, for the most part, 
gone; the usual number is now between 
twelve and twenty. This does not spell 
retrogression. Rather, as M. Montague- 
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Nathan has said (in discussing the sym- 
phony orchestra), “Bigness as an end and 
even as a means has little to recommend 
it, and the future of the orchestra must be 
with those who know full well that sim- 
plicity is not incompatible with beauty.” 

There has been not a little talk of “jazz 
symphonies” and “jazz operas.” Some of 
this talk has been obviously the rankest 
press-puffery and can be heavily discount- 
ed. Some of it, well-meant no doubt, has 
beén sincere. But aside from all other 
considerations let us remember that jazz 
is fundamentally a dance-form, and it is 
a “short-phrase’ form of music at. that. 
Its phrases are almost invariably of four - 
or eight measures’ length. No great sym- 
phonic or operatic technic can be devel- 
oped from as stereotyped a construction 
as this. 


Quick-timing a Great Melody 


ROBABLY the greatest single theme 

ever created in jazz—the sonorous E- 
major theme from the latter portion of 
Mr. George Gershwin’s “Rhapsody in 
Blue,” a theme that pulls to a big climax, 
perhaps the biggest climax ever attained 
in light music—has such a short phrase 
line that, obviously, Mr. Gershwin did not 
know what to do with it after he had once 
stated it, and so fell back on the pitiful 
ineffectiveness of “quick-timing” or playing 
it at about double its original speed. 

He either failed to realize what a tre- 
mendous tune he had created or, and more 
likely, he was so deeply bedded in the 
tricks of the musical revue that quick-time 
seemed the only change possible on a re- 
statement. 
that had a great composer of classic train- 
ing manipulated that theme the result 
might have been a better treatment, a bet- 
ter development, but that it very likely 
would not have been, in the end, jazz! 
East is East, and West is West, and never 

the twain shall meet! 

So we reach the conclusion that this 
child of the sidewalks (of New York, for 
the most part) is a practically fully de- 
veloped youngster, smart, pert, sophisti- 
cated, a bit hard, a bit wistful at times, 
not an art form, not susceptible of much 
development beyond its present status. But 
it is a manifestation of the American 
temperament and background—that back- 
ground which, as the Constitution so brave- 
ly states, offers to everyone the chance for 
the “pursuit of happiness.” It is a music 
short-lived because of its highly commer- 
cialized distribution, designed to catch two 
hundred million ears as quickly as pos- 
sible, to be briefly enjoyed, and then to 
make way for other examples of the same 
general pattern, it is a music demanding no 
concentration from the listener—it may be 
heard in a state of mental relaxation, yes, 
even inattention! And does this not justify 
existence? Do we not need, in our strenu- 
ous Civilization, just such a soporific, sucha 
hypnotic ? 

But when the claim is advanced that 
out of jazz will come symphonies and op- 
eras, I, for one, must decline to agree. The 
suspicion will obtrude that he who ad- 
vances this claim has his tongue in his 
cheek. Even at its best, or, shall we say, 
at its most complex, jazz harmony is al- 
ways more ingenuous than classical har- 
mony, that is, its progress can be more 
nearly anticipated by a musician. 


(Continued on page 699) 


But the suspicion will obtrude 
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Ideals in Geaching 
An experienced and successful piano 
teacher sends the following summary of his 
ideals, a summary which should appeal to 


every thoughtful and progressive member 


of our Round Table band. It is evident 
that he is a man of vision, one who, in pur- 
suing all the infinite details of the daily 
lessons, looks forward to the ultimate 
meaning of it all and to the larger results 
which he hopes to accomplish. It is such 
forward vision that we all should cultivate 
and which should constantly encourage us 
amid the ceaseless and perplexing problems 
of a teacher’s work. Note especially how 
he stresses the importance of systemization 
which is so necessary in carrying out a 
definite and logical plan of instruction, 


My problems, in a nutshell, are as 
follows. How ean I incorporate the 
correct principles of teaching in its 
many phases with the amount of 
time which the average child gives 
to practice and with the home condi- 
tions of ‘running to and fro” that 
are so commen’? How and what can 
I eliminate from my teaching plan 
that is not absolutely essential? I 
never before realized to such an 
extent the necessity of systemization 
in carrying on my iustruction. 

My ideas of teaching may be thus 
summarized: (1) I judge my suc- 
cess as a teacher by the saving of 
pupil mortality, by the number of pu- 
pils who continue their work long 
enough to get real enjoyment out of 
it. (2) I try always to ask my- 
self if I am proceeding from the 
“known to the unknown” in intro- 
dueing each new idea to a pupil. 
(3) I feel it my duty to provide a 
musical equipment that is broad and 
thorough in that it provides the abil- 
ity to play readily things which the 
student would like to playin later 
life or at any time. (4) I feel that 
much reading of music, ensemble 
playing, transposition and_ technic 
are the main essentials, also har- 
mony, since analysis is imnortant. 
that is, the quick recognition of 
modulations and of the relation of 
passages in all. forms to their key. 
This would represent the ability to 
read in large units. 

Hand position is also a _ strong 
point with me, It seems absolutely 
essential that the hand be developed, 
that the fingers acquire certain defi- 
nite habits of attack, independence 
and a more or less fixed style of 
fingering resulting in fingering pat- 
terns which would be easily trans- 
ferred to practical use. I wait until 
I have acquired this condition before 
I enter into the study of scales 
and arpeggios.—B. F. 


Relaxation With Beginners 


How would you go about teach- 
ing relaxation and weight playing to 
a beginner? How would you incor- 
porate it in the teaching of technic, 


studies and pieces ?—B. K. 


There are two playing conditions which 
lie at the root of technical ease and which 
therefore should be taught from the very 
outset. One of these is a loose wrist and 
the other is forearm rotation, As to the 
first, I have often suggested the recurring 
use of the simple device of allowing the 
hand to dangle loosely from the wrist in 
free air, a device which may become a salu. 
tary habit with the youngest pupil, if it is 
employed when he begitis or when he ends 
everything he plays. 

As to forearm rotation and its application 
to weight playing, I may refer you to To- 
bias Matthay’s little book, “The Child’s 
First Steps ix Piano Playing,” in which he 
describes how, by starting with takle ex- 
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ercises, the child may gradually develop 
the rotation movements, with concentration 
of weight down into the keys. Such ex- 
ercises, in p!aying melodic progressions such 
as the following: 


Right Hand 


Left Fliad 
R-Right, L=Left. 

Play with the left hand two octaves lower. 

may be practiced. on the keyboard by 
holding the wrist high and throwing the 
hand alternately to right and left. 


Scales and Sonatas 


(1) In your estimation what is 
the best book of scales in double 
notes, that is, thirds and sixths, to 
use with pupils? 

(2) How many Mozart, Haydn 
and (earlier) Beethoven sonatas 
would you advise using with an 
average pupil? 

(3) Is it advisable to omit move- 
ments in sonatas or concertos when 
certain movements are too difficult 
for the pupil?—L. B. | 

(1) An excellent book that covers these 
and other forms of scales is “Mastering 
the Scales and Arpeggios,” by James 
Francis Cooke. 

(2) y 
composers is generally sufficient in the 
earlier grades, alternated with other clas- 
sics, such as Bach’s “Two-part Inventions,” 
and with more modern composition. Of 
course as the pupil progresses later sonatas 
of Beethoven may be freely given. 

(3) It is quite all right to teach indi- 
vidual movements which are especially suit- 
able for a pupil’s condition. For instance, 


the last movement of Beethoven’s Sonata! 


Op. 26 may be given as a splendid technical 
exercise for an advanced student (Liszt re- 
garded this movement as the finest piano 
study ever written!) It is well to con- 
centrate on a single movement of a con- 
certo, such as the first movement of Bee- 
thoven’s Op. 26, until it is technically 
mastered and also memorized rather than 
to seek to cover in the same time the whole 
work, with but half-way results. 


A Slow Pupil, Hands Separate 


(1) Can anything be done for 
pupils who cannot play quickly?. I 
have a little boy who, after having 
had a piece for weeks, has to sit look- 
ing at the fétes for a few minutes 
before piaying, just as though he 
were reading at sight, and not very 
well at that! He ‘as no sense of 
rhythm and isn’t int vested in music. 
What shall I do? 

(2) I was taught to practice 
hands separately, but find that 
teachers insist on beginning with the 
hands together. Which do you think 
. is the better way ?—F. C. 

(1) It is much less of a fault for a 
pupil to play too slowly than too quickly, 
as is often the case. Cultivate promptness 
in his work by playing duets with him for a 
few minutes at each lesson, 

Give him strongly rhythmic pieces (mili- 
tary marches, waltzes, mazurkas and the 
like). In assigning him a new section to 
learn, have him drum out the chief rhythms 
in advance on a table-top, then on a single 
key of the piano. Above all, in this pro- 
cess, teach him to accent strongly the first 
beat of each measure. This will give a 
rhythmic swing to his playing, which ought 
in time to arouse his enthusiasm, 


One or two sonatas by each of these 


Put some special incentive before him, 
too, while he is learning a piece. Here 
is where an occasional pupil’s recital is a 
helpful factor, since the thought that he is 
to play the piece before others on a cer- 
tain date will furnish him a special incen- 
tive for careful study. 

(2) You are quite right in making use 
of separate hand practice, since this means 
the study of one part at a time instead of 
several that are often conflicting. An 
étude or piece may frequently be prac- 
ticed to advantage by being worked on for 
at least a week with one hand at a time; 
thus one learns thoroughly each detail of 
fingering and phrasing before attempting 
to unite all parts. 

Of course, when a pupil has acquired 
very careful habits and facility in sight- 
reading, or when he is studying a piece 
which is of simple structure and details, 
the hands may be put together from the 
start. But, even in such a case, it is wise 
for a pupil to acquire the habit of be- 
ginning the study of any especially compli- 
cated passage with first one hand and then 
the other. 


Piano Action, Extension 
' Exercises 


(1) Does the stiffness of a piano 
action hinder one’s playing to any 
great extent, by overtaxing the 
nerves and muscles? By stiffness I 
refer to the great amount: of effort 
needed to depress a key. 

(2) What is the best way to 
widen the stretches between the fin- 
gers?—J. C. R. 

(1) -A heavy action, of course, demands 
more force in depressing the keys, and, if 
one has a tendency toward a stiff wrist, 
such tendency will be correspondingly in- 
creased. On the other hand, if arm and 
hand weight is properly distributed and the 
wrist is kept properly relaxed, no harm 
need follow. In fact one may acquire an 
unusual command over powerful tone. If 
the action is exceedingly stiff, however, I 
advise you to call in an action expert who 
may loosen it to the required extent. 

(2) Practicing five-finger exercises on 
the diminished seventh chord ought to help 
matters. These exercises may be preceded 
by some finger massage in which each 
contiguous pair of fingers of one hand are 
stretched apart and rotated over one 
another by the other hand. You might 


also try such exercises as the following, 
transposed into all keys in chromatic up- 
ward succession: 


Scales and Arpeggios 


Do you think it advisable to teach 
arpeggios before scales where the 


size of the hand permits? I am of 
the opinion that the larger intervals 
involved in arpeggios would result 
in more freedom in scale playing 
when it is taken up.—RB. K. 
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In stretching the hand out to encompass — 


the wider intervals, there is always an 
added danger of stiffening the wrist; hence, 


until relaxation is thoroughly established, — 


it is unwise to deal much with extended 
positions, even with good-sized hands. Also, 


when a pupil has clearly grasped the struc- 
ture of a scale, he is better fitted to ap- 


preciate the chord intervals into which it 
may be divided, the degrees 1-3-5 making 
up the tonic chord, for instance. 

But as scales are mastered one may be- 
gin immediately, at least on the arpeggio 
elements, with such exercises as the follow- 


ing, to be applied to each \key as its scale is. 


learned: 


Ex.1 


5 6.32 A! 2 ‘5 
{a 
Jeweee ee da ee 


8 
2 


5 ° ee 
If these can be played with the proper re- 
laxation, the position of the hand may be 
extended to include a full octave. 

When extension exercises are taken up 
more freely, a chord eminently fitted for 
technical drill is that of the diminished 
seventh, since, in its octave position, this 
involves a practically even distribution of 
the fingers. Five finger exercises in dif- 


ferent figures may be formulated: 
Ex: A 


‘ ete. 
These are to be applied to all the di- 
minished seventh chords and to be ren- 
dered with different tempos and rhythms. 
If practiced with considerable forearm ro- 
tation and with the wrist held above the 
level they may be made to loosen rather 
than stiffen the wrist. 


Kunz (anon 
Do you believe that Kunz Canons 
are indispensable? How do you 


teach them? 

Although these Canons may furnish ex- 
cellent technical drill they are musically too 
dry for the average pupil. Practiced in 
small doses and learned with the hands at 
first separately they are good pabulum for 
pupils who have a tendency toward care- 
lessness. 


Ghe Kapiee Dyethod 


I have been successfully teaching 
Kohler’s “Practical Method” for sey- 
eral years. Of late, however, I have 
found an oceasional pupil who finds 
Book II of this course too hard, 
when it follows Book I directly. 
What book could I use between the 
two? Would Burgmiiller’s Op. 100 
be the most beneficial, or if not, will 
you kindly suggest something better ?7—D. 


Burgmiiller’s book ought to fit in very 
well. If, however, you prefer something 
on more modern lines, try “Eclectic Piano 
Studies,” by L. G. Heinze, or “Second Year 
Study Book,” by A. Sartorio, 
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ESPITE some dubious shaking of 
heads, it can be truthfully said 
that never before has school music, 

_ both instrumental and vocal, found so 

-many friends among school administrators. 

Dr. Thomas Jones of Madison, Wis- 
consin, Chairman of the Commission of 
Secondary Education of the North Cen- 
tral Conference, said last year, “We ac- 
tually believe that music is a worthwhile 
college entrance subject. It would be in 

_ the interest of pupils with ability in music 

to offer four units’ work in music and 
twelve in academic work.” And to the 
everlasting credit of our own Professor 
Edgar B. Gordon, the four units of music 
are now accepted at the University of Wis- 
_ consin. Also the University of Michigan, 
' I am told, will recognize music when we 
have a definite course to offer, compar- 
able to that in English Literature. Other 
educators have seen our crowded high 
school curriculum and have urged that 
something be dropped so that music may 
have a fair chance, and also that music 
teachers be given facilities at least com- 

_ parable to those given the athletic depart- 

ment. 
Educators Favor Music 

DUCATORS in higher institutions 

are now advising that credit be given 
to students taking music lessons with ap- 
proved private teachers, at the same time 
it being seen to that their school schedule 
is so arranged that they may be freed 
one period of the school day for home 
practice, or for private lessons. This is 
certainly striking at the prevailing condi- 
tion which penalizes the talented musical 
child who now must superimpose his music 
education upon his school studies, for these 
precious years of secondary school life 
are the only ones in which he can lay the 
foundation of technical proficiency in music. 

Many great leaders, like Professor Kil- 
patrick of Columbia University, are sens- 
ing the academic domination of college 
entrance requirements, which have forced 
the music teacher to rely wholly on his 
personality and initiative to “sell” music 
to high school pupils already overloaded 
with required credit-giving courses. 

However, recognizing the favorable at- 

_ titude regarding music taken by our most 

advanced educators who have not forgotten 
that famous Dallas resolution, it behooves 
us to consider well what subjects we 
should offer for music credit. Until we 
can honestly earn more, it seems that in- 
strumental music, except in especially fa- 
vored systems, will defeat its own purpose 
by asking at first for more than the usual 
laboratory basis of credit for unprepared 
work, that is, half credit for one daily 
period. 


The Students’ Opportunities 

I" SHOULD BE possible for a class 

pupil to enroll for one period a week, 
__or for five, if he can find a class that will 
fit his ability. If, as in some systems, the 
pupil takes his class lesson on Saturday 
morning, or in an “all-city after school 
class,” from a specialist on his instrument, 
he should receive the same applied music 
credit as that given to pupils who can af- 
ford to study with private teachers. Mr. 
_ Beattie, of Northwestern University, ad- 
_ yocates granting two credits in applied 
music, of the four allowed toward gradua- 
tion, to pupils intending to take a college 
4 course in public school music, or to fol- 
low music as a career in other capacities. 
Certainly they can scarcely hope to get to 
“first base” without a sound technical 
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foundation on at least one instrument; and 
to this should be added a generous allow- 
ance of piano study. For how could you 
really handicap a student more in his fu- 
ture career than by depriving him of piano 
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study ? Such students should also be required 
to join either chorus, orchestra or band, 
depending upon their majoring musical 
study. For this they should receive proper 
credit. In New York City, Mr. Gartlen 
tells me, the orchestra practice of four 
hours weekly, plus three hours of electives 
in other music courses, gives the regular 
five hours’ credit, granted to a major sub- 
ject. 

In many schools pupils receiving credit 
for private music study must pass a test 
in harmony or take the school harmony 
course. The time is coming, when, liber- 
ated from an exacting academic curricu- 
lum, we can require the passing of a pre- 
liminary test in music theory and piano 
of all students electing advanced orchestra 
and band work. At least some provision 
should be made for carrying on these sub- 
jects at the same time with the instru- 
mental ensemble. We will then be train- 
ing real musicians instead of mere instru- 
mentalists. 

As a slight digression, it might be said 
that, if the majority of operettas continue 
to be turned out and given at the present 
low standard of musicianship, I cannot 
see why the participants should be given 
credit. This only encourages our boys 
and girls to take them seriously. Many 
glee clubs and instrumental groups are 
purely semi-social and not worthy of 
credit. 


Emphasize Musical Qualities 

SOOLS which place the emphasis on 

the musical interest of the compositions 
studied in music appreciation and allow 
the history to be explanatory and sub- 
sidiary to this are working along right 
lines. No college recognizes a course that 
alternates harmony and appreciation within 
its period. Certainly the harmony course 
is for the more serious student in music; 
the uninitiated should not be snared into 
taking it through its association with a 
course in music appreciation. Let us in- 
sist on a full two semesters of harmony 
at least—anything less must be almost 
totally lost effort. If we could have two 
full years of harmony, including some 
original composition and some elementary 
practice in arranging, we could give our 
serious music students a real contribution. 
But, if the student must choose between 
harmony and the development of his tech- 
nic, the technical study must predominate. 
Never again will come those precious 
years—the ‘only ones in which an instru- 
ment can be mastered. 


Fit Work to Student 


N PLANNING a coordinated instru- 
mental course from fourth grade 
through high school, preliminary tests 


must not be disregarded. It is no kind- 
ness to encourage the unfit, though it is 
equally true that “there are nubbins in the 
Lord’s cornfield, and a nubbin is entitled 
to a nubbin’s growth.” For such we have 
the general courses; and, if possible, some 
instrumental parallel to this should be en- 
couraged. But few of us have this, and 
so those especially fitted must be served 
first. The test, usually a modified Sea- 
shore test, should determine the ability to 
match tones, the recognition of differences 
in pitch, accuracy of rhythmic response, 
physical aptitude for a particular instru- 
ment, general application, intelligence as 
regards other subjects, and previous study 
of other instruments including piano. Prep- 
aration for all this begins in the grades. 
In the fourth, fifth and sixth grades les- 
sons may be forty minutes to one hour in 
length, taking into account the element of 
fatigue in the lesson. This time, after the 
preliminary ten minutes of tuning, may be 
equally divided between technic. and mel- 
odic work, not forgetting the constant re- 
grading and individual help, without which 
no class music teaching is at any time 
educationally defensible. 


Early Group Work 
HE ENSEMBLE in these grades can 
be begun early if handled carefully. 
In the sixth grade the ensemble emerges 
as a real orchestra meeting once each 
week, A standard equipment throughout 
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all grade schools will facilitate uniformity 
of teaching and make possible all-city 
groups. The fife, drum and bugle corps 
should be encouraged. They are great 
feeders for the orchestra. Even the kin- 
dergarten band will bring out the embryo 
rhythmic talent. This work certainly 
merits supervision by the head of the in- 
strument department. One of our finest 
professional drummers gives an occasion- 
al drum lesson to our special kindergarten 
teachers—and they like it. 

In the junior high school (7th and 8th 
grades) technic classes may be held twice 
weekly, with daily orchestra and band 
classes if possible. Those doubling in 
band may take three orchestra and two 
band periods. Here students studying with 
private teachers may be excused from the 
school technic classes, which from fourth 
grade up should be furnished to all schools 
in school hours, scheduled so as not to 
take the pupil from the same grade class 
each week. In some systems, if a school 
can furnish a minimum of eight pupils, it 
may have a class. Otherwise the pupils 
must go to the “all-city” Saturday morning, 
or the after school classes, if they are al- 


lowed to play in orchestra or band. Sat- 
urday is much better for the younger 
children, 

Rehearsals 


HEN DAILY band rehearsals can- 

not be scheduled for all, the teacher 
should see that there is a rehearsal each 
day, allowing pupils to come on days that 
their own schedule permits, but requiring 
a minimum of three periods a week. 

In the high school the required number 
of classes would be the same plus the piano 
class and at least one year of harmony. 
Pupils may elect glee club, chorus, music 
appreciation and history, or a second year 
in harmony, or instrumentation. It is 
again understood that pupils not taking 
private lessons will join the school tech- 
nic classes on their particular instruments 
(if one of the proper grade can be pro- 
vided) or they cannot play in the school 
orchestra or band. Junior college stu- 
dents may be permitted to take advantage 
of these school instrumental specialists, 
and a special class formed for them if 
enough register. 

The above mentioned Saturday classes 
may meet from October to June. The 
finest possible professional teacher should 
give the pupils the specialized instruction 
that only one who has spent years on his 
particular instrument can give. The clari- 
net teachers should test every reed, and 
the “lay” of every mouth piece. The oboe 
instructor should teach the boys to make 
their own reeds. The trumpet and trom- 
bone teachers should fit each individual 
with the best mouthpieces for his particu- 
lar need. 


Uniform Text Books 


STANDARD LIST of text books 

should be selected and strictly fol- 
lowed, so that a pupil moving from school 
to school or sent to a higher or lower ° 
class need not be required to pay for an- 
other book. A student assistant can take 
care of the detail work of passing and col- 
lecting attendance folders, and assigning 
new pupils to their rooms, leaving the su- 
pervisor free to observe the class work 
and to check on the grading of the classes. 
If a class cannot be properly graded it 
should be discontinued. Three unexcused 
absences should constitute dismissal from 
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HE QUESTION whether or no we 
are taking care of the smart pupil 
is the specter that haunts the 
dreams of every true educator and tinges 
his waking hours with acute unrest. The 
music supervisor is no exception. Theories, 
tests, measurements and methods galore 
are widely used. Yet we seem to be no 
nearer the answer than before. ‘ 

A brief survey of music work 
another angle may be comforting, 

First, let us analyze briefly any well- 
organized music system. We find as its 
most conspicuous feature the singing class, 
attendance at which is required of all 
through the first eight grades and in an 
increasing number of school systems 
through the twelve grades. .~This is for 
everyone. Clever and dull alike are cared 
for in the singing classes. Accompanying 
and amplifying this main line of music edu- 
cation there begins even in the kindergar- 
ten the private lesson on the piano which 
goes on in varying numbers and grades.of 
effectiveness all through school life. 

Class lessons in piano are taking root. 
Rhythm bands are a feature of the kinder- 
garten while, in later years, the harmonica, 
bugle and drum corps make their appear- 
ance. Private lessons in all the band and 
orchestra instruments are becoming uni- 
versal. Class lessons in these instruments 
are springing up everywhere. Orchestras 
and bands in grades as low as the fourth 
are not uncommen and are becoming al- 
most universal in the upper grades and 
high schools. All these activities have 
their value. 

On the vocal side are seen the smaller 
singing organizations from the, — little 
special choruses in the lower grades to 
the boys’ glee clubs, girls’ glee clubs, voice 
culture classes, opera companies 
cappella choirs in the high schools. 

Who but the “smart pupils’ make up 
the personnel of all these? With this fine 
array of. special classes for the “smart 
pupil” the music supervisor may be for- 
given for “patting himself on the back.” 

Let us look at the fate of the “smart 
pupil” in the “appreciation course” both 
in and out of school. Here he is quite 
unhindered. His listening is individual 
and he may hear as much as his ability 
allows. This applies to the school classes 
and to the far greater class held out of 
school, the radio “listening lesson.” Surely 
here we may rest assured that the smart 
pupil is well cared for. 


from 


The Singing Class 
NALYZING the position of the smart 
pupil in the regular singing class is a 
little more complicated and requires, first 
of all, that the object of the singing class 
be well defined. 

For purposes of comparison let us con- 
sider the -class of reading in the English 
language. This class is the first and most 
important one in the whole scheme of 
education and one on which the major 
stress is placed in primary education. The 
language reading class makes all education 
possible. Without the ability gained in 
this class the pupil grows up an “illiterate” 
und is classed as a know-nothing. The 
doors of knowledge are closed to him. 

The same function that the reading class 
has in general education the singing class 
has in music. Unless it functions properly 
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the pupil grows up a musical “illiterate.” 
The key of musical knowledge is kept 
from him in exactly the same -way and to 
the same degree as is the key of general 
knowledge withheld from the child igno- 
rant of letters. He may pick up some 
knowledge “by ear” in music as well in 
general knowledge, but he is not nor never 
can be called “educated” in either unless 
he can read. 

There are of course some differences in 
the two classes in all stages—differences, 
however, which are more important in 
the upper grades. In the literary reading 
class the work is entirely individual in its 
final effect. One can read and enjoy lit- 
erature alone as well as! with a hundred. 
Music is not quite the same. In music 
there is the sound as well as the thought 
to be ta‘xen into consideration. Pitch and 
beauty of tone are a part of the necessary 
pre-music vocabulary as are a word yo- 
cabulary to the language reader. Proper 
use of the rote song parallels the speak- 
ing vocabulary. 

While a sense of pitch and the beauty 
of tone inherent in every voice is being 
developed singing one part music should 
be favored without regard to the number 
in the class. At this stage, in being in- 
dividual, it more nearly parallels the lit- 
erary reading class. | 

Later, when part singing brings in the 
harmonic element of the music sung, the 
sing’ng class differs more markedly from 
the language reading class. Then, if the 
pupil cannot read music, he is just 
“stuck.” He cannot learn enough part 
music by ear to make it interesting; so 
he gives up the attempt and “hates mu- 
sic.” In every case the work has not 
been of the right type in the lower grades 
nor has there been enough of it. 

Varicus suggestions are offered as a 
remedy for this condition. 


Reclassification 


O GRADE the pupils differently is 
one suggestion offered: but the fact 
they are probably well graded al- 
ready, classified as they are, largely on 
their language reading ability. The 
ability to read literature and the ability 
‘to read music are exactly parallel if the 
foundation is properly laid and proper 
methods used. 

Every music supervisor sees this every 
day. Every pupil in one class reads about 
as well as every other one. In the next 
class only a few do well. This is due 
to poor teaching, for in the-lower grades 


iS, 


the ability to read the simple music used’ 


is practically universal. The variation is 
no more wide than that apparent in the 
language reading. Getting the teacher to 
realize this is the principal difficulty since 
she is all too apt to confuse laziness with 
lack of ability. Here is one of the un- 
fortunate results of the recent popularity of 


’ 


“tests.” “Gumption” has not as yet been 
tested either in teacher or pupil, and its 
lack, bad enough in the lower grades, 
is fatal as the pupil goes on to higher 
work in his singing. 

Certainly it is not reclassification of 
pupils that we need. ; 

Some years ago a certain grade teacher 
worked with a rather unfeeling supervisor. 


On one occasion when a certain result had 


not been visible in the singing lesson, the 
supervisor remarked, “Now, Miss Smith, 
when next you reach into your vast store 
of devices why don’t you fish out the one 
marked ‘hard work’ and use that awhile.” 
Th’s is the major trouble in all school 
work, and vocal music is by no means an 
exception. The s‘mple device of hard 
work is far too seldom used. No music 
is ever learned without it. This might just 
as well be admitted at the start and our 
music system planned accordingly. The 
finest part of it is that here lies the true 
road to “interest.” Ste 

This applies all along the line and is 
more nearly than we suspect the answer 
to all our musical troubles. 

Now that the principal.reason for the 
appearance of poor classification has been 
disposed of, let us look at what we are 
doing for those who can go more quickly 
than the rest of the class. 


Adequate Material 


N PLANNING work for the singing 
classes several points must be kept in 


Dusicians of the Ponth 


mind. 
like vocal music. And it should fit the 
voices and musical understandings of the 
pupils. 
Here is where most music systems lag far 


behind the parallel branch of language — 


reading. Where a child finishes a dozen 
English readers during the year he is — 
lucky if he is allowed to read half a mu- 
sic reader. 
reason for the failure of yocal music, both 
on the practical and the ideal side. 

. The remedy is to use more material and 
to use it in a different manner. 

Good, tone and good intonation must be 
a habit so that all the mus‘c. will be beau- 
tiful. Much music: should be read but 
once or twice in concert, reading words, 
music and expression of both at the first 
reading. 
brightest and arouses the dullest to the fine 
progress of the class in many ways so ap-. 
parent they need not be enumerated. Much 
music should be sung individually. This 
should be done by every cne but, of course, 
allowing those who need it most to have 
the most chances. 

Some of the music should be memo- 
rized and sung fot the pleasure derived 
from frequent contemplation of the same 
beautiful thing. 

The parallel is always before us in lit- 
erature. We read many things but once 
and never read them again. Some we read 
again and again. A few are so fine that 
we memorize them to have them always 
available for enjoyment. 

As a sort of peroration, as it were, let 
it be added that if the vocal music does - 
not sound like music all the time, if the 
part singing from the fifth grade on is 
not pure and well balanced, if the regular 
choruses comprising all the pupils of the 
high schools cannot sing the music of Bach 
and the other choral gems, the music sys- 
tem has not done its duty by the “smart 
pupil” nor by the “dummy” either. 


By AtetHa M. Bonner 


September 


1—ENceLpert HuMPpERDINCK (hoom’per- 
dink), b. Siegburg, Germany, 1854; 
d. Neustrelitz, September 27, 1921. 
Composed principally for stage. His 
first international success was the fairy 
opera, “Hansel und Gretel.” 
2—Isipor Puiipp, b. Pest, Hungary, 1863. 
A naturalized French citizen, going 
to Paris as a child. Concert pianist, 
artist-teacher and composer of excel- 
lent technical studies. 
TuftoporE Lack (lahk), b. Quimper, 
France, 1846. Pianist, piano peda- 
gogue and composer of much light and 
effective piano music. 


4—Anton Bruckner, b. Ansfelden, Aus- 
tria, 1824; d. Vienna, October 11, 1896. 
One of the chief organ virtuosos of 
his day. Teacher and composer of 
symphonies, chorals and other forms. 


5—Mrs. H. H. A.’ Beacu, b. Henniker, 
New Hampshire, 1867. Pianist of 


33 


highest artistry, and one of the fore- 
most of American women composers. 
Symphonies, choral works, piano 
pieces and concertos. 4 

6—Joun Powe tt, b. Richmond, Virginia, 
1882. Concert-pianist and possessor 
of true creative ability, as his various 
compositions attest. : 

7—Francots Anpr&t Danican (da-ni- 
kahn), b. Dreux, France, 1726; d. 
London, England, August: 31, 1795. 
The last and most important member 
of a famous musical family. A suc- 
cessful producer of opera. x 


-§—Anrontn Dvorak (dvor-zhak), b. 
Nelahozeves, Bohemia, 1841; d.— 
Prague, Austria, May 1, 1904. An 


outstanding national composer. Wrote _ 


in all styles. Among his symphonies, 
“From The New World” of greatest 
unsequence. 


(Continued on page 690) 
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ENRICO CARUSO 

Caruso (Cah-roo-zo) was born in Na- 
ples, Italy, in 1873, and died in the same 
city in 1921. His teachers were Guglielmo 
Vergine, to whom he went for the placing 
of his yoice and with whom he remained 
for three, years, and Vincenzo Lombardi, 
who instructed him in repertoire and in 
the finer points of style. In 1895 in Ca- 
serta, a town near Naples, he made his 
début, singing the title role in Gounod’s 
“Faust.” This appearance was - followed 
by others in Naples, Milan and Genoa, by 
which his reputation became firmly estab- 


lover of music should know. 


lished. Leningrad (Petrograd) and Bue- . 


nos Aires next heard the brilliant Italian 
tenor. 

In.1901 and 1902 Caruso appeared at 
the Carnivals in Milan,~and in the latter 
year he was co-artist with Madame Melba 
in Monte Carlo. Then came. engagements 
in London, Rome and Lisbon. - He first 
sang in the United States in 1903, the 
place being the Metropolitan Opera House, 
New York City, and the opera “Rigoletto,” 
and irom that time till his death he sang 
regularly with this organization. The ad- 
miration of the American public ‘for. his 
voice and for his:,acting was immediate 
and unbounded, In 1907 he made a tour 
of Germany and Austria. . 

Perhaps no tenor in all musical history 
was-so widely popular as Caruso. This 
came about through the exceptional power 
and lusciousness of his voice, a remark- 
ably pure method of using it, and his most 
ingratiating personality. He was by far the 
most highly paid singer of his generation. 


HENRI WIENIAWSKI 

WIENIAWSKI (Vee-ninoff-skee) was 
born in Lublin, Poland, in 1835 and died 
in Moscow, Russia, in 1880, His musical 
training was obtained largely in Paris, 
France, whither, when he was but eight 
years off, his mother took him to study 
at the Conservatoire, His principal teacher 
there was.the renowned Massart, through 
whose excellent tutelage he was enabled 
to win the first prize in violin playing, 
wher he was eleven. Then followed sev- 
eral years of touring, at the end of which 
he returned to Paris for further study. In 
.1860 he was made solo violinist to the 
Russian Emperor—a statement which calls 
to mind the fact that the greatest of Rus- 
sian composers, Tchaikovsky, was a great 
admirer of Wieniawski, as both composer 
and viftuoso. 

The year 1872 found Wieniawski« in 
America’ on tour with Anton Rubinstein. 
The performances of these distinguished 
players, with their intense Slavic emotional- 
ism and their wonderful technical equip- 
ments, were remarkable in every way. 
Upon his return to Europe, Brussels Con- 
servatory honored Wieniawski by appoint- 
ing him to the post left vacant by Vieux- 


temps: Here he remained for a while, even- ° 


tually, however, abandoning the teacher’s 
desk in favor of new tours, 

The surpassing technic and the beauty 
of tone characteristic of his playing placed 
him high in the ranks of the violin vir- 
tuosi of all time. Among his composi- 
tions, special mention should be made of 
the D Minor Concerto and the Légende. 
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THE NEW ETUDE GALLERY OF MUSICAL CELEBRITIES , 


This page presents six more short biographical sketches of musical celebrities about whom every teacher, student and 
A portrait of each of these celebrities is given on the preceding page. Each month, six bio- 
graphical sketches accompanied by tinted portraits are presented in this manner, and it will be noted that master composers, 
great pianists, noted singers and famous violinists of the past and present are included. 


TERESA’ CARRENO 
CarreNo (Cah-ray-nyo) was born in 


Caracas, Venezuela, in 1853, and died in~ 


New York City in 1917, When she was 
but ten years old, she gave concerts in 
New York, Boston and Havana, receiving 
warm praise from critics and audiences. 
At the conclusion of these she became a 
pupil of Louis Moreau Gottschalk, the 
most noted Americarr pianist of his time. 
Eventually the immensely gifted girl was 
sent to Paris, France, to study with Geor- 
ges Mathias, who had been a pupil of the 


~ great Chopin himself, 


For ten years, from 1865 to 1875, Car- 
refio played throughout Europe, winning 
sensational acclaim. In the latter year 
she made a successful tour of the United 
States, following which she went abroad 
again, The title of Court Pianist to the 
King of Saxony was bestowed upon her in 
1893, Among her several distinguished 
husbands were Emile Sauret, the violinist, 
and Eugen d’Albert, the pianist. 

As a conductor, Carreho was unusually 
gifted; as a composer her success was out 
of the ordinary; as a singer, she made a 


Aairly large number of appearances abroad, 


which were favorably received; but it is 
as the greatest woman pianist of her day 
that this magnificent artist and woman is 
to be remembered. 

The report, formerly current, that she 
wrote the Venezuelan national anthem has 
been definitely denied; but she did write 
an excellent Festival Hymn for the Bolivar 
Centenary in the year 1883. 


BENJAMIN GODARD 
Goparp (Go-dahr) was born in Paris, 
France, in 1849, and died in Cannes, in 
1895, After some preliminary training, he 


entered the Conservatoire to become a pu- - 


pil of Vieuxtemps and of Napoléon-Henri 
Reber who had been appointed professor 
of harmony in 1851 and who was the com- 
poser of considerable excellent music in- 
cluding operas. Twice Godard attempted 
to win the much sought Prix de Rome but 
was unsuccessful, which recalls the fact 
that several Frenchmen who later became 
prominent composers failed, in their stu- 
dent days, to gain this prize. After leaving 
the Conservatoire he was active in chamber 
music societies as viola player, but the 
most of his time was given to com- 
position. 

Of his early writings, the most note- 
worthy are songs and piano pieces—short 
works, yet ones which undeniably have de- 
cided originality and charm. As time went 
on, his writing sought more expansive 
moulds. Two violin concertos, a trio for 
pianoforte and strings, a pianoforte con- 
certo and a string quartet signalize this 
change. In 1878 his dramatic symphony, 
“Le Tasso,” was awarded the prize in a 
Paris competition. 

Godard wrote several symphonies’ and 
operas. The opera, “Jocelyn,” was first 
produced: in Brussels, Belgium, in 1888; 
itis in this work that the ever-popular Ber- 
ceuse—or Lullaby—is to be found. 

His many graceful and melodious salon 
pieces for the piano would alone perpetuate 
his name. 


LUDWIG VAN BEETHOVEN 
BEETHOVEN (Bay-té-ven) was born in 
Bonn, Germany, in 1770, and died in Vien- 
na, Austria, in 1827. He remained in his 
native town most of the time until, at the 
age of twenty-two, he took up his: resi- 
dence'in Vienna. His life in Bonn was a 
busy one. Early routined in the theory of 
music and in the technic of various instru- 
ments, his youthful success was what might 
have been expected from so extraordinary 
a pupil. His performances in the court 
orchestra and in church were of a high 
degree of excellence. : 
The compositions of the “Bonn period” 
are large in number. Some are clearly 
derivative in character, while many others 
are definitely original, foreshadowing the 
magnificent creations of his later, periods. 
Arrived in the capital, he took up his studies 
with Haydn, Salieri and Albrechtsberger 
—three contemporary masters. As a pupil 
he was too erratic to suit these gentlemen, 
who perhaps could not be expected to 
realize the colossal genius of Beethoveti 
for which instinct obviated excessive 
pedagogy. i 
The works written in Vienna include 
most of the symphonies and pianoforte 
sonatas, a fair percentage of the string 
quartets, the opera “Fidelio,” the “Missa 


sclennis,” and a host of other compositions “i 


L 


of all types. The honors with which Bee- 
thoven’s last years were showered were 
truly the just deserts of a great soul. It 
is unfortunate that they could not cure the 
deafness which had become total several 
years before the master’s death. 


ISIDOR PHILIPP 

Puitipe (Fee-leep) was born in Pest, 
Hungary, in 1863. Like Madame Carreifio, 
he was a pupil of Georges Mathias in Paris, 
to which city he was taken in 1866, His 
later teachers were Stephen Heller, Théo- 
dore Ritter and Camille Saint-Saéns. His 
performances with the various orchestral 
organizations and chamber music groups 
in Paris were frequent and were greeted 
with intense enthusiasm. Among the coun- 
tries in which he has been popular are 
England, Belgium, Spain and Switzerland. 

The Society for Wind Instruments 
which, founded in 1897, had accomplished 
much excellent work, was reorganized by 
Philipp. 

It is as a truly “master-teacher,” rather 
than as a performer, that he has won his 
greatest fame. What a lengthy and bril- 
liant list of his pupils could be drawn up! 
It would contain nearly as famous names 
as are to be found in the list of the Le- 
schetizky products, Since 1903 Philipp has 
been one of the foremost teachers at the 
Paris Conservatoire, also teaching in the 
summer time at the American Music School” 
in Fontainebleau. 

The extremely large amount of technical 
material he has prepared is used by pianists 
and teachers everywhere. He is also the 
composer of many delightful piano pieces 
and some orchestral works, and has edited 
with skill a large number of the classic 
compositions. His articles—dealing with 
various phases of pianism—have appeared 
in Tue Etupe and in various French and 
English publications. 
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Avery truthful exemplification 
of the old manner. Grade 3 
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ANTON RUBINSTEIN, Op. 103, No. 7 
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TOREADOR ET ANDALOUSE 
SECONDO 


Allegro non troppo M. M. PA 


A famous duet. From 
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I SHALL BE SATISFIED 


NATHANIEL IRVING HYATT 


HORATIUS BONAR 
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Jasmine and Nightingales, by James 
Francis Cooke. 
One of the most alluring 


numbers of Mr. 
Cooke’s new sttite, “Italian Lakes,’ is this 
serenade with its nicely contrasted themes and 
poetic atmosphere. 

In section one, the melody notes are all quar- 
ters; the eighth notes immediately following each 
melody note are accompaniment and are not to 
be accented. In the next section the left hand 
commences with two measures of a bold theme in 
B minor, to which the right responds in measure 
three, with a trill suggestive, in a way, of the 
nightingale’s notes. Then follows more of this 
kind of dialogue—or statement and answer— 
until, with a sudden surge of feeling, new and 
brilliant material in D major is introduced. The 
latter commences at the word fervidamente (fer- 
vently), and you will note that the volume indi- 
cation at this point is fortissimo. The descent 
from this powerful climax of emotion is rapid, 
and presently the volume has diminished to 
about mezso piano; and now again we hear the 
bird’s trill, which ends very softly indeed. 

Now sections two and one, respectively, are 
repeated; and there is a four-measure coda. 


March of the Choristers, by Frederick 
Keats. 


Here is a good piece for your analysis class, 
and it is also recommeded as a model by which 
yeu can construct a march of your own mak- 
ing, if you have the urge of a tune circling 
round in your head. 

In measure five the last eighth-note is slurred 
to the first note in the next measure. Such 
effects, which are often met, must be mastered. 

The ease of this march obviates further sug- 
gestions. 

Mr. Keats is also the composer of the March 
of the Noble, Dance of the Rosebuds, and other 
distinctive and appealing piano coinpositions. 


Flower Melody, by Mari Paldi. 


An analysis of Miss Paldi’s melodious piece 
would be as follows: 
Section A: 16 measures in B-flat major 
Section B: 12 measures in G minor (with a 
modulation, in the last measure, to B- 


a 
Section A’: first 16 measures identically re- 
peated 
The crossing of the left hand over the right, 
which is demanded throughout the first section, 
is scarcely difficult, but is just tiring enough so 
that the left hand is glad when it returns to 
its normal position, The tempo of-the latter is 
a bit faster than that of the rest of the piece. 


The Enchanted Lake, by Denis Dupre. 

xcept for the phrasing there are no notable 
difficulties in this pleasing waltz by a foreign 
composer. The A-flat section is one of the most 
attractive parts of the piece; in it, the performer 


- must be at pains to give the left hand notes just 


enough prominence, and no more, to make the 
total effect the best possible. 

_ As preparation for The Enchanted Lake, prac- 
tice at varying speeds the scales of E-flat and 
A-flat, so that you can play them without errors 
and with absolute evenness. 


Dance in Olden Style, by Francois de 
Breteuil. 


Even if the title did not say “in olden style,” 
the “internal evidence” would easily show that 
the piece is an imitation of an old-time dance. 
The mordent and pralltriller signs, of former days, 
are generously scattered throughout this composi- 
tion. The form of the dance is strict indeed, be- 
ing the regulation “rondo form’ customarily in- 
dicated by A-B-A-C-A. 

. There is much confusion concerning 


the 
mordent and pralitriller signs. A 


true mordent 


-sign has a vertical line through it, and in exe- 


cuting this embellishment you must play the 
note under the one given. The sign of fhe 
pralltriller (also called “inverted mordent’’) does 
not have the vertical line, and in executing this 
plav the note above the given note. 

The trio of the dance is, up to the ninth meas- 
ure, apparently a musette (the left-hand part 
giving the effect of bagpipes), but at this point 
the accompaniment changes in character. 

No rubato effects are to be countenanced in 
this dance. The thing most needed is a splendid 
legato execution. 


Etude, Op. 25, No. 2, by F. Chopin. 


“While in this rhythmically interesting study 
there exists no difficulty in the division of the 
notes, since two triplets of eighth notes in the 
right hand: fall to one triplet of quarters in the 
left, nevertheless, for many, there lies a diffi- 
culty in the proper accentuation, arising from 
the combination of two opposing rhythms. This 
difficulty may be overcome in two ways: the one 
is to practice each part singly (always beginning 
slowly and strongly) until, through habit, in- 
correct accentuation is made impossible; the 
other method consists in beginning with both 
hands and accommodating one to the other.” 

The above, by Preston Ware Orem, is per- 
tinent to its mastery. A master lesson on this 
famous composition, by the eminent teacher, Isi- 
dor Philipp, appears elsewhere in this issue. 


Mountain Lad, by Lily Strickland. 


A healthy Jad of the Blue Ridge region is re- 
flected in this carefree composition with its lilt 
and its syncopations. The key, almost through- 
out, is D major—the only exception being eight 
short measures in G major. The latter, which 


EDUCATIONAL STUDY NOTES ON WCUSIC 
IN HIS ETUDE 


By Epcar ALDEN BaRRELL 


When you write to our advertisers always mention THE ETUDE, 


are to be played with great tranquillity, suggest 
that ‘some lovely passing cloud has momentarily 
attracted the lad’s attention and he stands gaz- 
ing pensively at it. : 

The first two or three measures of the piece 
are obviously prefatory material; and the first 
section commences in measure four to end in 
measure thirteen. You will notice that D and 
A—the tonic and the dominant of the scale of D 
major—are the only bass notes of this theme. 
After the boisterous first section comes the 
major theme, which in turn is followed by the 
reappearance of the D major tonality and the 
former animation. In the measure immediately 
preceding the return of melody one, a consider- 
able retard is recommended, as well as strong 
accentuation by both hands. 

The last nine or ten measures form a coda, 
and are to be played with increasing rapidity— 
though broadening out a trifle for the last three 
measures. 


Novelette, Op. 21, No. 7, by Robert 


Schumann. - 

For sparkling original- 
ity this is one of the 
most successful works of 
that composer who, prob- 
ably more than any other, 
helped to free musical 
composition from the re- 
strictions of the classic 
mould. 

The introduction (six- 
teen measures) must be 
full of fire and spirit. 
There is in it a fine study 
of contrasts of Jegato and 
staccato between the two 
hands; and it must work up to a thrilling cli- 
max. The first eight notes of this section fur- 
nish the leading motive of the next fifty-two 
measures, which interpret the heroic, or mascu- 
line, element of the story. Here Schumann shows 
his almost infinite skill in the repetition of a mo- 
tive without allowing it to become monotonous. 
Then comes sixteen measures, beginning pianis- 
simo on the chord of F major, like the weaving 
harmonies of a fairy organ that gradually ex- 
pand until they sweep into a repetition of, the 
introductory episede. 

A somewhat slower section in A, introduces 
the feminine element, by a Schumannesque mel- 
ody, of almost supernal sweetness, which rambles 
over, through and under a rippling accompani- 
ment that should be as atmospheric as though 
dripping from delicate fingers caressing harp- 
strings. Then a recapitulation of earlier mate- 
Hae in varied key relations, and the story is 
ald. 


Rospert SCHUMANN 


Romance, by Anton Rubinstein. 


Like Paderewski, Rubinstein wished to be 
known as much for a composer as for a pianist; 
but a public which has grown intensely fond of a 
personage in one character seldom warms simi- 
larly to his work in another role. Thus the 
larger works of both these men have received 
far less attention ‘than is their desert. How- 
ever, the many and charming piano pieces of 
both are widely popular. 

he present most expressive piece represents 
Rubinstein’s melodic genius at its best. In the 
first section the right hand must play the melody 
in singing style, accenting always the first of two 
slurred notes. The left hand arpeggios are good 
technical experience for the student and should 
be played as smoothly as may be. 
_ We have advised our readers, in a previous 
issue, always to locate the main climax of every 
piece studied and to learn to ‘build up” to it. 
In this Romance the principal climax occurs in 
measure thirty-one. 


The Village Chapel, by H. P. Hopkins. 


Mr. Hopkins, a pupil of Anton Dvoftdk, is 
frequently welcome to our pages. The present 
composition is in three-part form, A-B-A’, fol- 
lowed by a coda. In sections one and three we 
find an excellent left hand melody, carefully 
phrased and susceptible of attractive registra- 
tion. In the middle section the right hand car- 
ties the melodic line. The climax towards. the 
end of the middle section is a stirring one and 
suggests the use of the complete resources of 
your organ. 


Toréador et Andalouse, by A. Rubinstein. 


Anton Rubinstein was born in Vichvatinets, 
Bessarabia, in 1829, and died near Leningrad in 
1894. His principal piano teacher was a cer- 
tain Alexander Villoing. Later Rubinstein 
studied composition with Dehn in Berlin. After 
many years ‘of. touring, he settled in Leningrad, 
in 1848, and “devoted most of his attention to 
writing music. Ten years later he was made 
court pianist. “In 1859 he undertook the direc- 
tion of the Russian Musical Society; and shortly 
afterwards he founded the Leningrad Conserva- 
tory. New tours were eventually made, and 
from them he reaped immense financial gains, 
particularly in America. 

The present composition is a spirited Spanish 
dance for four hands. The first half is minor, 
and somber in mood; the last, major, and cheer- 
ful. Notice the rhythmic variety in this piece. 
Accent strongly all notes so marked. 


Drowsy Dream Town, by Susie Jo- 
sephine Dailey. 


Miss Dailey is a Philadelphia music teacher of 
hich standing. This song, a strikingly individual 


lullaby with words by the New York preacher- 
poet, Dr. Robert Norwood, marks her début in our 
magazine. 


(Continued on page 708) 


It identifies you as one in touch with the higher ideals of art and life. 
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ITH the broadening of the 

meaning of education, 
music has become far more than 
an ‘accomplishment.’ 


It is an essential part of mental 
training. Itis intimately related 
to many different branches of 
thought and culture. 


Nothing is more natural, then, than the wide favor won 
by the 
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for it has brought more than melody and tempo to hun- 
dreds of thousands of music loving homes. Its colorful 
tones have taught the meaning of music, and expressed in 
clearest form the thoughts to which each composition has 
given a voice. 


The new Kimball models, both uprights and grands, are a 
most graceful expression of the modern trend in exterior 
design, and offer an inspiring appeal to the young student 
as the new school year begins. 


Catalogs on request. If you are not conveniently 
near to a Kimball dealer, we can supply you direct 


Of Special Interest to Students: 


If you are not ready now for your new Kimball, perhaps you 
would be interested in one of the many makes of reliable used 
pianos in our Re-Sale Dept. These have been taken in exchange 
toward new Kimball grands—all reconditioned in our factory. 


Prices from 
$95 to $210 


Fill out the coupon telling us what you need 


----------- 


NOAA, KCIMBALL CO. cial ce, Chis 


1 am interested in a 
Established 1857 


| New Grand 0 New Upr. O 
Dept. KE, 306 S. Wabash Avenue | Used Upr- 01 Costing $ 
CHICAGO, U.S. A. 


SPARE TIME WORK 


Piano Tuning payseasily $2 to $4an hour. Requires 
about 90 minutes to tune average piano. Pay 
ranges around $5 per tuning. Player work also 
brings big pay. No capital needed. We train you 
thoroughly at home at small cost. Two diplomas 
granted. Get our free book—*Piano Tuning as 
a Business.’’ 
MACK INSTITUTE 

Crafton Station, ET-19 - Pittsburgh, Pa. 


DARDIZES CLASS PIANO TEACHING 


Its correct use guarantees Touch, Tome and Accu- 
racy to Every Pupil in Classes of Any Size. 


HARMONY BY MAIL 


A practical and thorough course of 40 lessons. 
Small monthly payments. 

Send for Prospectus and Rates. Mss. correcced. 

| Music composed, send poem for estimate. 


ALFRED WOOLER, Mus. Doc. 
Suite A. 171 Cleveland Ave., Buffalo, N. Y. 


THE WILDER KEYBOARD STAN 


—_ 


It is compact, durable, light and inexpensive 


Price NOW only $ 10.00 


Full room classes are using over 500 in the 
Boston Public Schools. 


_ ‘ At leading Music Stores everywhere, or order direct from 


“WILDER KEYBOARD COMPANY, West Newton, Mass. 
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T THE beginning of this discussion 
it is well for us to get several 
propositions clearly in mind. 

The first duty of the educator is to con- 
serve the natural beauty of the young voice. 

A greater degree of breath control is 
needed for song than for conversational 
yocal utterance. Therefore the breathing 
muscles must be developed and skill in 
their use for singing attained. 

Breath control for singing means the 
ability to send out the breath with great 
slowness, and, at the same time, with suf- 
ficient energy (but no more) to produce 
the pitch and power of tone desired. This 
operation might be described as “hold:ng 
back the breath” while at the same time 
willing the production of tone, thus bring- 
ing the inhaling muscles into play as a 
balancing force upon the action of the ex- 
haling muscles. 

All technical work in voice culture and 
singing with children is best disguised 
under some form of “play.” 

Many exercises, having in them the ele- 
ment of play, will occur to thé instructor 
as being calculated to develop the strength 
and the skillful use of the breathing mus- 
cles involved in singing. First work may 
be without tone ; next may come “humming” 
(the “bee songs” and so on), and lastly 
the tone on the vowel. Children with weak 
breathing ‘muscles will have little con- 
trolled breath pressure at their command. 
Those who allow the chest to fall, and thus 
lose “poise” of the body, will embarrass 
their breathing muscles and contract the 
sound tube. 


Talk Simple Angle-Saxon 

iS IS OF little practical avail to talk in 

technical terms, to children or youths, 
about tone production. Instruction of the 
young in vocal technic should be based 
upon the natural use of elements of lan- 
guage with which they are familiar. Thus 
technical results will be obtained by “in- 
direction.” The exercises should be so 
presented as to give the pupils the im- 
pression that they are not “practicing 
technic” but haying a normal and pleasant 
experience. 

Given a healthy, happy child, who has 
been brought to a condition of genuine in- 
terest in singing, and given words and mu- 
sic adapted to his physical, mental and 
emotional powers, the instruction to sing 
sweetly and softly (not weakly), to put a 
“smile into the sound,” and to “tell the 
story,’ will bring a natural,-unforced use 
of the yocal organs, with resultant loveli- 
ness of tone and expressive singing, at 
least in a majority of cases. There may 
have to be some previous teaching of the 
child to know the true vowel-values and 
the correct pronunciation of the verbal 
text. When this is joined to conditions 
just previously mentioned, the young pupil 
will carry all these instructions into his 
singing. 


The Values of Imitation 


HE MARKED power of imitation 

possessed by the young is one factor 
to be used in getting them to sing easily 
and well. Particularly is this the case 
where the instructor, man or woman, can 
illustrate the velvety, freely produced tone, 
known to the profession as “head-voice.” 
This quality is rightly made the basis of 
the production of the voices of children, 
girls and boys. When an example of it 
can be given by the instructor, and the 
pupils caused to imitate it, much time and 
labor is saved in bringing the young 
singers to a natural, unforced, enjoyable 
use of the vocal organs in song. Further- 
more, this “head-voice” quality, and its 
accompanying sensation of freedom and 
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he Proper Graining “and Use of 


the “Voice of Persons of School Age 


By FREDERICK W, WODELL 
Part I 


Editorial Note:—Mr. Wodell, the noted voice specialist, formerly of 


Boston, now professor at Converse 
and later a professional baritone. 


College, was first a boy treble soloist 


He is well known throughout the United 


States and Canada, as a trainer of singers—children, youths, and adults— 
for solo singing and for all types of vocal ensemble, including large fes- 


tival and oratorio choruses. 


At the meeting of the Southern Conference for Music Education, held 
at Asheville, North Carolina, from March sixth to eighth of 1929, Mr. 
Wodell made an address upon the subject, “How to Secure Power in the 


Voice of the Child and the Youth, 


without Sacrificing Beauty of Tone.” 


While the following article coves the principal points of that address, it 
at the same time deals with the proper treatment and use of the voices of 
persons of the school age, in a somewhat more comprehensive and, in 
regard to certain phases of the wor?, in a more detailed manner than 


was possible on the occasion of its 


openness of throat, is of much value in 
dealing with the voices of adolescents and 
adults, particularly with the changing and 
lowering voices of boys and young men. 
Where it is used, no danger can possibly 
come to the voice of child, youth or adult. 

First work in voice, whether with chil- 
dren or adults, should be from a given easy 
pitch downward to the end of the present 
effective compass, care being talcen to avoid 
any coarseness upon the lower pitches. 
Only after this downward work has been 
carried on for some time should “down- 
ward-upward-downward” short scale pas- 
Finally, a! 
start may he made from the lower pitches 
in an upward direction with equal ease 
and resulting good quality. The children 
should expect the tone to grow less 
weighty (not to be made “softer” but to 
weigh less) as the pitch rises. The object 
of course is to prevent possible strain, as 
a result of the common feeling that to 
sing above the conversational middle pitch 
necessarily means greater physical effort. 
The “ladder” form of the staff contributes 
to this feeling which leads to a coarsening 
of the tone. 


The Smiling Voice 
HE NORMALLY HEALTHY and 


happy child, engaged in singing words 
and music fitted for and worthy of use by 
him, under instruction to “sing sweetly, 
with a smile on the face and in the sound,” 
is placed and kept in a condition of body- 
which may be described as one of “‘re- 
sponsive freedom.” The exhibition ‘of the 
smile contributes to the favorable condi- 
tion and adjustment of the vocal instru- 
ment for the production of tone of good 
quality. 

If the child is required to sing too 
loudly, too low, too high, or too long, 
vocal fatigue sets in; and rigidity with its 
attendant ills is bound to ensue. As one 
does not require the pony to carry the load 
of the full-grown horse, so the child voice 
cannot reasonably be asked to cope with 
the type of music written for adults, or to 
engage in forceful, dramatic, passionate 
singing. 


When writing for the orchestra, the 


first delivery. 


well-informed composer keeps in mind the 
particular characteristics, the best notes, 
and, in general, the powers and limita- 
tions of each instrument. He does not ex- 
pect to get from the flute the body and 
color of tone of the clarinet, from the 
violin those of the viola, nor from the 
trumpet those of the French Horn. 
Neither does the wise choral trainer expect 
to get from the voices of children or youth, 
no matter how large the number employed, 
the tonal breadth and color, of the voices 
of adults. Therefore he chooses for his 
forces music which, by reason of its fes- 
situra, or effective range, and of its in- 
tellectual and emotional content, is suit- 
able for their use. He takes into account 
the physical, mental and emotional status 
of his singers. 

Because of conditions just noted, there 
is well-founded objection to the  per- 
formance hy youths of oratorios such as 
the “Messiah,” “Elijah,” “Creation,” and 
others of the classic repertory. What boy 
or girl is mentally and emotionally capable 
of grasping and of expressing adequately 
the full content of J Know that My Re- 
deemer Liveth, of Behold the Lamb of 
God, of Hear Ye Israel, of The Fire De- 
scends from Heaven, of  Despairing, 
Cursing Rage, and of many other numbers 
that might be named. 

On the other hand, if a child singer be 
asked to sing the Little Sandman of 
Brahms, or the young girl The Brooklet 
of Robert Braine, there is the fitness of the 
physical, mental and emotional endowment 
of the singer to cope with the content of 
the words and music. A grave danger to 
the voice is involved in asking children to 
sing classic oratorio, and, what is also 
worthy of consideration, a real injustice to 
the composer. 

Boy trebles have voices, if well trained, 
of ethereal sweetness and passionless pu- 
rity, which may be accepted as suitable for 
a certain type of ecclesiastical music, writ- 
ten especially for their use. But their 
tonal palate is exceedingly limited. They 
represent what might be called an organ 
of one stop, and that a flute of high pitch. 
When not very skillfully trained, the “boy 
choir” is a dreadful thing, vocally and 
artistically. 


The multiplication of voices of the same 


caliber, as when more boy.and girl so- 


pranos are added to the present number, 
or more light baritones to those now en- 
gaged, cannot possibly make up for the 
absence of the breadth, depth and color of 
the adult voice. 
by a very large chorus of high school age, 


sounded “away up in the air.” The chords 


” 


were all “top.” The young basses, really 
baritones, in the great majority of cases, 
could not give a sufficiently strong “rolling 
tone” to support the chorus. The singers’ 
“low G” was as if given by the ’cello, in- 
stead of by the contra-bass. 
were but second sopranos in body and 
color of tone, when they did not “squeeze” 


their little throats in a mistaken endeavor 


to imitate the weight and color of a grown 
woman’s contralto voice; and the “tenors,” 
though reinforced by some of the lowest 
voices among the young altos, lacked all 
suggestion of the silvery trumpet tone of 
the genuine adult tenor. 


Power of Vocal Tone 


Co to the consideration of how 

to secure legitimate power of vocal 
tone it may be said that the larger the 
amount of substance put into vibration, 
the greater the force of the resulting sound. 
More breath pressure must be used when 


it is desired to bring more cordal sub-— 


stance into vibration. The vibrator of the 
vocal instrument has the power to read- 
just itself, as to length, breadth, thickness 
and tension. The cords work normally at 
the call of the will for a tonal effect in 
pitch and force, if permitted to do so, and 
if there is no interference by attempts of 
the singer to use other parts in a mistaken 
effort to assist them in their functioning. 

To push the breath up to the larynx, in 
an endeavor to make a low tone more clear 
or more powerful, is certain to induce re- 
sistance and rigidity in the throat, and 
thus to defeat the singer’s purpose. 


(To be continued in October) 


Simplicity of Song 
By GEORGE CHADWICK STOCK 


Vocau instruction should be and can be 
so presented as to be as clearly under- 
stood as two and two making four. If 
it does not do this, it counts for very little. 

The student’s ear is his most valuable 
guide and it should be trained through 
repeatedly hearing good voices, fine tone 
production, and the artistic singing of 
songs by many different singers. j 

In addition to this he should do a’ heap 
of thinking on his own account and should 
accept very little as of sterling value until 
it has been worked out to a practical help- 
ful conclusion—New Haven  Courier- 
Journal. 


So Dany of Ghem Do 


A FOREIGN pianist was engaged to act 
as accompanist for an aspiring amateur 
singer. The amateur was a lady. She 
had bounding ambitions but her technic 
was faulty. This defect became manifest 
at the first rehearsal. 

After the poor woman had flatted and 
flatted until she had flatted practically all 
of her notes, the accompanist waved her 
to silence. 

“Madam,” he said mournfully, “it is no 
use. I gif up der chob. I blay der black 
keys, I blay der white keys, and always 
you sing in der cracks!” 


And so “Elijah,” sung 


The altos” 


ee ee et ee eee eG ee a ee 


b 
; 
| 


? 


degree. 


—--  tttC 
HE ETUDE 


Have You the “It” 


By Heten 


INGERS with lovely and well-trained 

voices often drop into oblivion, while 

others with perhaps less natural talent 
walk to the front. Why? Because they 
have it—magnetism. Some do and some 
don't. But all can have it to a certain 
Everyone who sings has, or.‘as- 
pires to have, a little bag of tricks to “get” 
the audience. Here is mine. Try it, take 
it, or leave it. 

First, know your audience and_ sing 
what you think they would like to hear. 
Let geniuses educate the public into 
liking to hear what they should hear. If 


a program of songs is arranged just to 


show off your voice, you have lost before 
you start. Of course, a few songs must 
be inserted to appease the critics. They 
must not he ignored altogether, though at 
times we all may wish this were possible. 


Reaching the. Audience 


jk gies THIS question concerning each 
piece: “Will this appeal to the hearts 
of my audience, tickle their funny bones, or 
just give them a lilting melody?” A pro- 
gram of only pretty tunes by approved 
composers will fall flat. Most audiences 
have a larger measure of feelings than 
of musical training. Most listeners have 
sorrow and trouble. Slip in something 
conveying hope, comfort, or peace. 
Marion Talley, at one of her big recitals, 
gave as a final number, “No Night There.” 
Every soul left the building loving her 
more. Appeal to the tender emotions of 
parenthood, or the love of a man for a 
‘maid. Relieve the tenseness by an encore 


with a laugh or an old refrain which all 


know and love. If you can touch their 
heartstrings, they'll love you, they'll en- 
courage you to go on to bigger things, 
they’ll have confidence in you, and welcome 
you back with eager eyes. 

Second, know your songs. Of course, 
that does not mean just the notes and cor- 
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Possibilities for the “Small” 


of Singing? 
W ALTERS 


i . ia be . 
responding words. Too many singers grow 
discouraged because that’s all music is to 
them. 


There are two types of songs. One ap- 
peals to everybody in general, as, for 


example, “The Brown Bird Singing.” The 
same type in sacred music has the emotion 
directed toward a supernal being, as in 
“Oh, Divine Redeemer.” Then there is 
the intimate type, as “Comin’ Thro’ the 
Rye,” in secular, or “I’m a Pilgrim,” in 
the sacred. 

In singing this first type you are de- 
tached from your listeners, while in the 
second you sing directly to them, you lean 
toward them, you snap your words off a 
little plainer, or you may even look at 
them. However, there is danger in look- 
ing directly into their faces, lest one face 
will remind you of a friend and off your 
mind flits from your song. Then just that 
quick have you snapped that subtle mag- 
netic affinity which spells success. 


Personality Preeminent 

HIRD, show your own personality. 

Don’t let anybody make you so cor- 
rect in every way~that you are afraid to 
be yourself. If you are like everybody 
else, you are nobody. If you can feel your 
songs, show it in your face and manner. 
I heard Madame Schumann-Heink sing an 
aria from an oratorio, in English; and ey- 
ery time she spoke the Name Jesus she 
bowed her head as though in reverence. 
It seemed sincere, too, and not a studied 
act. 

Be gracious and smile. Your mouth 
may be large, your teeth may not be of 
your own choosing, but a spontaneous 
warm smile wins. He who succeeds in 
showing. his personality is he who gets the 
applause. Love your audience, and they 
will love you. Then, before you realize 
what has happened, you will be accredited 
with having the “it” of singing. 


Voice 


By Jessie M. Dow tn 


To HAVE a great love for vocal music 
and a deep desire to express oneself 
song and yet feel prevented from serious 
study by the possession of a “small” voice 
and other qualifications in relative propor- 
tions is to suffer great disappointment. 
There is, however, within the reach of 
anyone who is fortunate to live in a town 
of fair size an opportunity for engaging 
in vocal work. For, at the present day, 
the larger towns frequently boast a choral 
union with a membership fee well within 


the ordinary person’s reach. 


The rehearsing is carried on under a 
competent director who engages in the 
work largely through public spirit and a 
love for music. Though he cannot give 
personal attention to each member of the 


chorus, he strives to fuse the singers into 


a melodious whole which responds as a 
un‘t to the slightest signal. 
In singing in company with others the 


individual finds his voice increasing some- 
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what in volume from steady, well-directed 
tse, while he gains confidence from the 


feeling that those around are not listening 
to his attempts but are occupied as he in 
placing every note at the proper tone level. 

The rehearsals usually culminate in a 
public concert and, added to the delight 
of the term of work, the “small” voiced 
person feels a justifiable pride in his own 
tiny part in the success of the finished 
production. 

There may be yet another opportunity 
for his enjoyment and profit if he is 
privileged to join a chorus choir in a 
church which makes a specialty of this 
part of the service and cannot employ 
trained voices. 

In striving for the solemnity of feeling 
intended by some religious compositions 
and the sacred jubilation of others the 
singer learns not only to use his voice in 
its full capacity but also to subdue it as 
directed while being careful to retain its 
carrying power. He soon finds that he is 
receiving invaluable lessons for the slight 
return of his time in attending choir prac- 
tice and church services. 


“Tf the tone has a trémolo, sounds stuffy or weak, vou have not appor- 


tioned the right amount of | breath to it; 
the breath but of the tone.” 


you will gain this by thinking not of 


—Evan WriaMs. 


What It Means to 
bea T. C. U. 


$50 a Month ‘and up’ when 
you are totally disabled by acci- 
dent or confining sickness. 

$11.67 a Week and up) when 
you are quarantined and your 
salary has stopped. 

$25a Month (and up) for ill- 
ness that does not confine you to the 
house, but keeps you from work. 

20 per cent increase in sick 
benefits for two months when you 
are confined to an _ established 
hospital. 

$50 a month (and up) when 
you are totally disabled by injuries 
received in an automobile accident 
and $1,000 for accidental death in 
an automobile disaster. 

$333 to $1,000 and up for 
major accidents, or for accidental 
loss of life. hese indemnities are 
increased 19 per cent for each con- 
secutive annual renewal cf the 
policy for not to exceed five years. 

Double these benefits for travel 
accidents sustained in railroad, 
street car or steamboat wreck. 

Operation benefits in addition 
to other benefits after your policy 
has been maintained in force for 
one year. 

Policies paying larger benefits are 
also issued. 
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One Masal that Gives 


Enjoy Teaching Piano By Using Material 
Which Interests Your Pupils And Is Consist- 
ent With Modern Methods. 


INTRODUCTION TO PIANO 


BEGINNERS BOOK ILLUSTRATED 


FIFTY SELECTED STUDIES 


BURGMULLER, CZERNY, Etc. 


KEYBOARD FROLICS BOOKS I-II Each 


VELOCITY STUDIES GRADE 2 


BOYS STUDIES 
TWENTY-FOUR SKETCHES 


IN ALL THE MAJOR & MINOR KEYS 


MINIATURE CLASSICS 


NOT SIMPLIFIED. 


MUSICAL TRAVELOGUES 


IN DANCE FORM. 


A list of supplementary teaching pieces will be sent upon request. 
This list compiled by Lois Haupt, contains the better material care- 
fully graded and classified published by SCHROEDER & GUNTHER, INC 


Wea, 


send on approyal for Sixty days, 


1 Check here if Supplementary Teaching Pieces are desired on approval. 
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When All Others Take / 


The T. C. U. Check comes just when you need money to 
pay your Doctor, Hospitaland Nurse Bills. It is the one giving 
hand that brings you funds when all others want their pay. 

One out of every five teachers each year loses pay and must meet the extra 


expenses that come with sickness, accident or quarantine. Some-rob their 
savings to meet their bills, or have the added worry of debt. Thousands of 
others pass the risk along to the T. C. U.,as does Miss Helen Hannahs >f 
East Liverpool, Ohio, who recently wrote as follows : 


T. C. U. Check Banishes Worry 


“Ordinarily the expense connected with an operation is something to worry 
about, but that worry is banished when one is protected by the T. C. U 
I wouldn't be without it.” 

You never know when sickness or an accidenti s going to stop your pay and 
cause extra expenses. Accidents come without warning —sickness overtakes 
you before you realizeit. 


Why Not Arrange for Protection Now? 


—before you have an accident or contract sickness? Why not prepare or 
rainy days? Find out all about T.C. U. Protection (the T.C. U. Umbrella). 
Fill out the coupon today and mailit. Then we will send you the T.C. U. 
booklet that explains everything. It does not obligate youin any way. Mail 
the coupon today. 

TEACHERS CASUALTY UNDERWRITERS 
913 T. C. U. Bldg. Lincoln, Nebr. 


= pS ees ey ee Free Information Coupon —_ — 
To the T.C. U.,913 T.C. U. Bldg., Lincoln, Nebr. : 


I am interested in knowing about your Protective 
me the whole story and booklet of testimonials. 


Benefits. Send 
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O TWO ORGANISTS would go 

about mastering the intricacies of 

a new console in the same way, 
but there is a sure and quick method which 
would serve for all organists. This article 
will try to make clear what is a direct and 
thorough way to become acquainted with 
any organ console of from two to four or 
five manuals in size. 

What group of stops or tilting tablets 
must be discovered first before anything 
else? Those of course representing the 
manual and pedal couplers. Of these, the 
Great to Pedal coupler comes first in 
order. The quickest way to find it on 
large organs is to locate the Great to Pedal 
Reversible, next in order, the Swell to 
Great, Choir to Great, and Swell to Choir 
(all unison couplers). Near these may 
easily be found the Swell to Great 16’ and 
4’, Choir to Great 16’ and 4’, and Great 
to Great 16’ and 4’. It should be perfectly 
apparent why the Couplers are most 
important, because no organ can be at all 
adequately handled unless the. player is in- 
stantly able to couple any manual to the 
pedal or the manuals to each other. 

If playing on the Great, with the coup- 
lers drawn, it makes no material differ- 
ence what registers are drawn on either 
Swell, Choir or Great; one gets a very 
good idea of the tonal qualities, as the 
various stops are added, since the Swell, 
Choir and Great are coupled together. 
The couplers mentioned are not all 
there .are, but they are the indis- 
pensable ones. It requires possibly ten 
minutes at the most to locate them, and 
they should be kept on until the player 
can fix their exact location in mind, , 

From an experience of thirty-four years, 
during which time the writer has’ been 
obliged quite frequently to master many 
organs in from an hour to an hour and a 
half, he has found this method of approach 
the best, and with no time wasted. 


The Couplers 


HAT, NATURALLY, is the next 

thing to do after finding the coup- 
lers? It has been my experience that the sev- 
eral balanced pedals which open and close 
the Swell, Choir, Solo and Echo boxes, in- 
cluding the Crescendo Pedal, should be defi- 
nitely fixed, and the ‘“Sforzando” Pedal 
as well. Learning the console of a two- 
manual instrument and one of four man- 
vals would be accomplished in the same 
way. 

From this point on, what the organist 
proceeds to do depends much upon the 
make of the organ with which he is endeay- 
oring to become acquainted. The Pedal 
keyboard has been standardized according 
to the measurements adopted by the Ameri- 
can Guild of Organists; but the Console, 
apart from the Pedal,’ of no two builders is 
exactly alike. This much can be truth- 
fully said, however: all organs, no matter 
by whom they were built, have pneumatic 
push buttons under the manuals they af- 
fect, which makes it possible to add or re- 
duce the of any manual without 
manipulating them by hand. 

It is absolutely necessary to know which 
stops on each manual these pneumatic but- 
tons move. In the old system, not much 
employed today by organ builders, a cer- 
tain combination was made by the piston, 
without visibly affecting the stops already 
drawn. When the zero (0) button was 
pressed, the combination in effect at the 
time was released, and the stops drawn 
represented the power of the instrument. 

Now, however, in most organs of three- 
manuals or more, the combinations made 
by the various pistons are yisible to the 


stops 
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player, as the stop knobs or stop-keys 
actually move on or off. It means that 
each button accounts for a fixed combina- 
tion. Fortunately, there is a clever device, 
consisting of an adjustable combination pis- 
ton, which makes it possible for the or- 
ganist to change the combination on any 
push-button at the console. 


The. Push Buttons 


HE NEXT DUTY, therefore, is to 
try the pneumatic push-buttons under 
each manual, beginning’ with the Swell. 
The writer may be old-fashioned in some 
ways; but, in his opinion, No. 1 button 
should register a very soft 8’ combination 
(Aeoline and St. Diapason, or Aeoline 
alone) ; and the stops of each button should 
be graded so well that the combination on 
each would give slightly more power than 
its next lower number, until the highest 
number is reached, that is Full Swell. The 
writer could name quite a number of first- 
class organists who prefer to have the 
buttons register in the foregoing way. 
On all large organs, there is a row of 
what are called “general pistons,’ above 
the top manual. These pistons are used 
generally for some specific combination 
affecting the whole organ. For example, 


‘No. 1 might be a combination of all strings, 


with suitable pedal; No. 2 might be a Vox 
Humana Solo with suitable accompani- 
ment on the Choir or Echo manual. They 
are most useful, and a lazy organist could 
“get by” in a church service, perhaps, if he 
handled the instrument by means of these 
general pistons alone (seven or eight in 
number, sometimes more). Having be- 
come acquainted with the exact location 
of the means of playing the manuals alone 
or in combination, the expression pedals 
(another name for the various Swell Ped- 
als) and the pneumatic push-buttons, we 
are now ready to examine the actual stops, 
the location of which was made plain when 
the pneumatic pistons were being tested out. 

In some organs the tilting tablets repre- 
senting the stops are whice and the couplers 
black. This greatly facilitates the dis- 
tinguishing of stops and couplers; but the 
stops of the Austin organ at the Sesqui- 
Centennial in Philadelphia (1926) were of 
six different colors, if I remember cor- 
rectly. The strings were orange, the reeds, 
red, flutes, light blue and couplers black, 
I think. That made it all the mare easy 
to separate the several families into groups. 

In large organs there is a pneumatic 
button, sometimes placed at the left of the 
No. 1 piston under each manual, which, 
when pressed, couples that particular man- 
ual to Pedal. There is also a “general 
release” piston, which throws off every 
stop and coupler on the organ when 
pressed. 


” 


A half-hour spent in locating the me- | 
chanical devices which already have been | 


mentioned leaves the rest of the time 
available for actually fitting the pieces to 
be played to the organ in hand. Do not 
be too impatient to try out the diapasons, 
reeds, flutes, and strings of the various 
kinds, before mastering the multiplicity of 
registrational facilities. One of the faults, 
which clearly shows unfamiliarity with 
an organ, is too much hesitation in making 


JoHN HERMANN Loup 


quick shifts in registration. 
oughly the mechanical means at hand, be- 


Study thor- 


fore playing a note. There is absolutely 
no necessity for nervousness, once an or- 
ganist masters the things enumerated 
above. 


“How to Develop a Smooth Pedal Wechnic” 


FREQUENTLY one hears concert organists, 
from whom one would expect legato ped- 
aling, who have developed a flawless man- 
ual technic, but have neglected woefully 
sufficient pedal practice of the right kind. 
There are many excellent books containing 
exercises for the sub-bass which, if prac- 
ticed in the correct manner, will bring 
about the desired results. Everything in 
the nature of “alternate right and left toe” 
is good, but the best method to attain the 
desired results is a thorough mastery of 
the major, minor, and chromatic scales. I 
mean not simply to master the “correct 
toeing and heeling,” but so to learn them 
that there is a perfect legato, from a slow 
tempo, at first, to a rapid pedaling of the 
same. This mastery may be obtained if 
the student will keep the feet close to the 
pedals and play from the ankles exclusive- 
ly. The organ bench must be at a height 
where the player can use the heels with- 
out effort, and the feet should be kept 
close together. When the right heel is to 
be followed by the left toe in ascending 
from “E” to F#, for example, turn the 
right foot with the heel as a pivot, fol- 
lowing it up closely by the left toe, taking 


care not to release the ‘right heel until the 


left toe is in a position to press the F#. 


The organ manuals are played by pressure, ~ 


and not by percussion as a piano is played. 


The pedals should be played in the same 
way, if smoothness is to result. Anything 
like striking the pedals is to be avoided. 

Becoming familiar with every kind of 


exercise used by the best organ writers is 
all right, of course; but for the develop-— 


ment of a smooth legato there is nothing 
equal to faithful practice of the scales ac- 
cording to the plan originated by Nicolas 
J. Lemmens, to be found in his Organ 
School, Part II, used by the greatest 
French organists who studied under Lem- 
mens at Brussels Conservatory, Guilmant, 
Widor, Gigout and their pupils. I believe 


that all organists should be masters of | 
scale-playing by the feet, just as all good — 


pianists are, or should be, able to play the 
scales fluently and correctly on the piano- 
forte. 


ground when called upon to instruct a 
pupil as to the correct pedaling for any 


Furthermore, the mastery of scales — 
will enable any organist to be sure of his’ 


given passage in regard to which the pu- | 


pil is in doubt. 


“ How to Acquire a Better Dastery of the Dylysteries 
of Registration” 


HE SUBJECT of registration is 
probably the most fascinating phase 
of organ-playing and should be es- 

pecially studied at the present day, because 
of the marvellous possibilities in tone-color 
of modern electric organs. Essentially, 
organs are about the same as they have 
been for many years. That is, the stops of 
an organ have always consisted of four 
families, diapasons, strings, flutes and 
reeds. The main differences now are that 
there are so many kinds of diapasons, 
strings, flutes and reeds, compared to what 
there used to be, and that there are so 
many “sub” and “super” couplers; while 
the fact that the stops of nearly every 
manual, and pedal keyboard as well, are 


enclosed in boxes, adds several hundred 
fold to the possibilities of expression. The 
light action makes it possible to play 
transcriptions of piano and_ orchestral 
music very satisfactorily; and the multi- 
plicity of stops, some very orchestral in 
color, makes it a genuine delight to play 
an organ transcription of much orchestral 
music, which would have been impossible 
on organs fifty years ago. 


Some very fine books haye been pub- — 


lished on Registration; but I know you 
want the writer’s method of registration. 
Therefore, I will give a general outline of 
my procedure. 


(Continued on page 681) 


E ETUDE 


q ; 
_ One oF the most important portions of 


the Protestant Church service of today is 


_hymn-singing. “A great deal more than 


many people imagine depends upon how 
the hymns are played by the ‘organist and 
director. When the choir is a chorus un- 
der the direction of a precentor who uses 
the baton effectively, it does not matter 
_to such a great extent just how the hymn- 
_tunes are played, but if the choir happens 
‘to be a quartet, and the organist is the 
director too, it makes all the difference in 
the world. 


’ It may not be the writer’s office to dic- 


tate how the, hymn-tune should be given 
out by the organist before the congrega- 
tion rises to sing, but he is taking that 
privilege. The usual method, apparently 


in vogue, is to play the tune through first 


'on the Swell manual (generally without 
pedals) with no particular attention to ex- 


pression or the meaning of the words. 


- another 
_ various 


! hymns 


— 


Many times the hymn is played much 
faster than the congregation can possibly 


be expected to sing it. 


_ What is the cure for this? The organist 
should practice the playing of hymns in 
various ways, employing the manuals fre- 
quently as a solo, with alto and tenor on 
manual, sometimes as “echo” or 
other effects, making the tune an 
creation. Take an excellent ex- 
“Onward, Christian Soldiers,” by 
Sullivan. It is one of the great 
of the Protestant Church. The 
following is one of a dozen ways: Play 
the first four measures as a solo on Swell 


artistic 
ample, 
Arthur 


ee ee Pe ee a i 


“How to Play Hymns” 


(Oboe 8’, Stopped Diapason 8’, Flute 4’, 
Salicional 8’, Open Diapason 8’) with Al- 
to and Tenor on Choir manual (Soft 8’ 
and 4’) coupled to Bourdon Pedal. Add 
the Sw. to Sw. 16’ coupler and the tremolo 
for the next four measures. Play the next 
eight measures on the Swell (no pedal), 
opening the Swell-Box gradually during 
the eight measures. The next four to be 
played with Pedal on a “forte” Great Man- 
ual with Swell and Choir coupled, and the 
last four on Great Manual, with Pedal, 
opening the Crescendo Pedal during the 
playing of these last four measures. If 
the hymn-tune has been played in a good 
“march” tempo .(about ’ = 120) the con- 


gregation will take it up promptly and 
carry the tune along at the same tempo. 

The foregoing detailed explanation is 
more than merely a hint. Now, it takes 
practice to master the art of playing hymns 
that way, but it is worth it. The writer 
has played hymns for years in this fash- 
ion. How should hymns be played for 
the congregation? On the Great organ, 
the writer believes, with the full Swell 
and full Choir, if a three-manual organ, 
coupled. The Pedal should be deep and of 
round tone, and the Great manual “forte 
of the hymn is triumphant, “mezzo-forte” 
r “piano,” if not so brilliant or quiet in 
character. Finally, follow the words of 
the hymn carefully and play the organ 
with power or sweetness, according to the 
sentiment of the words, by adding to or 
reducing the Great manual, 


“Hints as to Phrasing” 


THE WRITER is very glad to have this op- 


_ portunity to say some things regarding 


the absolute necessity of “phrasing” in or- 
gan music, as well as in speech. Great 
stress is laid, in singing particularly, also 


in piano and violin playing, on the neces- 


sity of phrasing; but in organ-playing 
there is a deplorable lack of it, many times 
none at all. The phrasing of the vocalist 
is guided, more or less, to be sure, by the 
words; but in instrumental music how 
much more care should be devoted to 
dividing the melody notes, in particular, 
properly into intelligent phraseology. 
What is the reason, may I ask, why 
composers of organ music in all countries 
take so much pains to phrase their com- 
positions, if players choose to ignore them? 
And remember also that, because a break 


- must occur at the end of a phrase, it does 


not mean retarding the nuisic at that par- 
ticular point. On the contrary, the flow 
of the music must continue until the proper 
time for retarding arrives. In order to 


accomplish this, the best way is to give 


to the last note of a phrase about one- 
half of its value, if a quarter note or 
smaller, Not more than an eighth rest 
should be allowed between phrases. This 


gives time enough to begin the new phrase 
without any delay. Organ music takes 
on new life and interest when phrased, 
while the exact opposite is true 4 the 
phrasing is neglected. 

Buch’s Fugues should be Aepaee too, 
but in those wonderful compositions a very 
great amount of careful study (much more 
than in any other form of music) must be 
spent if it is done intelligently. Suffice it 
to say, there is no form of music more 
sadly neglected from this standpoint than 
Bach’s works, the phrasing of which is 
not indicated. Where sequences occur, it 
is always advisable to make a break be- 
tween each one and the next; and if the 
sequence is a rising one, it is most effec- 
tive to add a trifle more organ with each 
successive one, sometimes by opening the 
Swells, and oftentimes by the addition of 
more stops. If the sequence is a “falling” 
one, the reverse would hold true. In lan- 
guage, phrases are defined as “short, pithy 
expressions which are shorter than clauses.” 
Music is, or should be composed of just 
such short expressions of varied length, 
separated just as one would in speaking. 
Phrasing usually corresponds to breath- 
ing in song. 


How to Acquire Registration 


(Continued from page 680) 


A Practice Plan 


Y OWN personal plan would be to 

get permission to study a modern 
organ at the console, provided the organ 
where I am regularly employed did not 
meet the requirements. 1 would start with 
the Swell manual first, drawing the Oboe 
alone first and then adding to it, in rota- 
tion, the Stopped Diapason 8’, next the 
Stopped Diapaso and Flute 4’, next the 
Stopped Diapason and Bourdon 16’, final- 
ly the Salicional 8’, and Voix Celeste 8’ 


- Voix Celeste alone. Then add the Sw. to. 
When 7ou write to our advertisers always mention THE ETUDE, 


Sw. 16’ and Sw. to Sw. 4’ to all the above 
combinations with Oboe. The above com- 
binations also should be tried with the 
tremolo. Now select a good hymn and 
play the soprano on the Swell with each 
of these combinations, playing the alto and 
tenor voices on the Choir (Melodia 8’ and 
Dulciant 8’) organ coupled to Pedal Bour- 
don 16’, tying all the repeated notes in the 
alto, tenor and bass. Do the same as the 
above, using the Clarinet on the Choir as 
a basic solo stop and accompanying it by 


(Continued on page 690) 
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SPENCER 4. 
ORGOBLO | 
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For Your Organ 


The heart of any organ is its wind supply. Without con- 
stant and reliable wind pressure it is impossible to bring 
out the beautiful and wonderful tones of your instrument. 


THE ORGOBLO  £ 


is an essential part of any pipe organ equipment. Thou- 
sands are in use in churches, theatres, homes and schools. 


> 
+s 


If you will send us the type and size of your organ, we will 
gladly send you acomplete description of the Orgoblo, which 
will give satisfactory service for a life time. 


THE SPENCER TURBINE CO. 


ORGAN 
HARTFORD, B POWER & CONNECTICUT 


DEPT 
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AUSTIN ORGANS 


A UustT of cities and churches and or- 

gans will surprise the buyer into 
A guns. that Austin organs stand pre- 
eminent among the most discriminating 
purchasers. The famous large Austins 
are heralded throughout many sections 
in churches and concert halls. This is 
true of all parts of the country. Smaller 
instruments seem to have in generous 
proportion all the good qualities that 
distinguish the larger installments. 

The utmost eare is given to organs of 
whatever size and dimensions and as far 
as they exten‘l in reg’stration they show 
the like excellency. Even greater propor- 
tionate impression has been made at 
times with instruments of smaller scope. 


AUSTIN ORGAN CO. 


165 Woodland St. Hartford, Conn. 


GUILMANT 
ORGAN SCHOOL 


DR. WILLIAM C. CARL 


Director 


A thorough systematic training for 
serious organists who wish to become 
expert organists. 


FALL TERM 
OCT. 8th 


17 East 11th St., N. Y. 


FREE 
SCHOLARSHIPS 
Write for Catalog 


DEL CASTILLO ORGAN SCHOOL 


State Theatre Building, Boston, Mass. 


THE PIANO 
ACCORDION 


offers splendid opportunities 
To Musicians 


Our Accordions are the best 
HAND-BUILT instruments made 
at surprisingly low prices. 


Theatre—Hotel—Broadcasting, 
Church —Concert — Residence 


Practice periods available 
Jor non-students. Address 
Secretary for information 
Send for free literature and booklet. 
The Carro Accordion Company 


1122 St. Clair Ave. Cleveland, O. 


DEL CASTILLO now broadcasting regu- 
larly from WEEI. Available f 
concert engagements, 


ee 
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MUSIC PRINTERS. 


ENGRAVERS »»»LIT HOGRAPHERS 
PRINT ANYTHING IN MUSIC BY ANY PROCESS 


WE PRINT FOR INDIVIDUALS 
estastisuepiere REFERENCE ANY PUBLISHER 


cmewlor LI MMERMAN 


VERMOND KNAUSS 
SCHOOL OF ORGAN PLAYING 


210 North Seventh St. Allentown, Penna. 


Two and three manual modern electric action organs 
for lessons and practice. Part Scholarships available. 


CHURCH and CONCERT: Catalogue E2 
THEATRE: Catalogue E 


Kill The Hair Root 


My method is the only way lo prevent the hair trom xrow- 
ing again. BWasy, painless, hurmless. No sears. Booklet 
free. Write today enclosing 3 red stamps. We teach ce Bed, 
Culture. D. J. Mahler, 149-A Mehler Park, Providence, R 


& SON CO.wic 
OHIO 


lt identifies you as one in touch with the higher ideals of art and life. 
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Choirmasters Guide 


FOR THE MONTH OF NOVEMBER, 1929 


(a) in front ot anthems indicates they are of moderate difficulty, 
wuile (b) anthems are easier ones. 


Date MORNING SERVICE EVENING SERVICE 
. _ PRELUDE i PRELUDE 
Organ: Mornirg Serenade...,....Digzle Organ: A Song of the Night...Sheppard 
Piano: Madrigale® figs ny. clea © Simonetti Pianos Rotiance Shits ete on Rubirstein 
Te Deum in Atflati 20. seties on phomes Magnificat and Nunc Dimittis in D 
Field 
ANTHEMS 
T (a) The Prayer of the Penitent, _ ANTHEMS ; 
H Belton (a) OyParddisemetastestcalte vies +e Hopkins 
I (b) Bread of Heaven .......%.. Colborn (b) O Praise the Lord.......... Wooler 
R OFFER 
ERTORY 
D Seek Ye First the Kingdom of God. Riker eae eilont OFFERTOR®S a 
(T. Solo) YIM ss wie vs wee ne eine vine Jones 
(Duet for S. and A.) 
POSTLUDE 
Organ: Allegro con Brio...!....Roberts POSTLUDE 
Piano: March from Capriccio, Op. 22, Organ: Festal March in F...... Roberts 
Mendelssohn Piano: iby the: Seats eecmenite anit Posca 
r PRELUDE PRELUDE 
Organ: Reve d'Amour. tet eee Stults Organ) Devotonst.si. sine alors . -Moter 
Piano: Une Pensée Romantique — Piano: Ave Maria ..... Schubert-Heller 
ReTeeINS Saint-Juste Ae 
NTHEMS 
T (a) O Be Joyful in the Lord. Nomabama (a) ‘Vespers: Fh 2 ee eee Tyler 
E (b) Blessed is the Man that Trusteth | CD). Odlaehtiet: lites san eee Koun‘z 
N EWE SND Eh eA aA Oe ohh Lansing 
OFFERTORY 
T : _ OFFERTORY Let Not Your Heart be Troubled 
H (a) Thy Ways, O Lofis....... Ashford Forman 
‘ (A. solo) (S. solo) 
POSTLUDE _POSTLUDE 
Organ: Royal Pageant..... E. F. Marks O-gan: Festival March .....¢..Nessler 
Piano: Marcia Religiosa..H. W. Parker Piano: Warrior’s Song ..... J.» «teller 
PRELUDE PRELUDE 
Ss Organ: Romance ).\.). 20. elec Lieurance Organ: A Moonlight Serenade : 
Piano: Angels Ever Bright and Fair Gordon Balch Nevin 
E Handel Piano: Adagio from Sonata in E-flat 
Vv e ANTHEMS : Haydn 
E (a) Now Thank We All Our God ANTHEMS 
Huerter (a) All Men, All Things (from the 
N (b) Prayer of Thanksgiving..Netherland “Hymn of Praise’’) . -Mendelssohu 
4 ty (b) Praise be Thine .........Matthews 
| : OFFERTORY 
Give Me a Heart of Calm Repose OFFERTORY 
E Risher Hus, Almighty, Hand) ..15 55 wate ole Hamblen 
N (S. solo) (B. solo) 
3 POSTLUDE POSTLUDE 
H Organ: Triumphal March .....Morrison Organ! | Whegy: tae vctarse eer ... Lacey 
Piano: March of the Flowers..,,,Harker Piano: Abide With Me....... Goerdeler 
PRELUDE . PRELUDE 
Fr Petite Pomance ...+.....-.....Marsick Organ: Wium (Indian Lullaby) 
WwW (Violin with Piano or Organ) Lieurance 
£ Piano: Nocturne from “A Midsummer 
a ANTHEMS Night's’ Dream. <7.).;e+lo% Mendelssohn 
T (a) Beloved, Let Us Love Ge Cyc x ANTHEMS 
Y (b) pAdorationice visa ahs’ icles Borowski (a) All Thy Works shall Praise ee 
aa @)s Thee Bordiiis) Neat. fesseccerele Wooler 
OFFERTORY 
5 O Mother Dear, Jerusalem... Neidlinger J OFFERTORY ro 
(Duet for B. and T.) Serenade bapacabon BE OPE son maybe og Flick 
U (Violin, with Piano or Organ) 
R | - _ POSTLUDE POSTLUDE 
T Organ: Coronation March....Meyerbeer Organ: Marcia Festiva. ..Mauro-Cottone 
H Piano: Lascia Ch’io Piango Piano: Minuet from the Symphony in 
Handel-Moszkowski Biflag chi g., os -lstv ocatatee s en eae Mozart 


Anyone interested in any of 


be Supplied — Why? 


these 
examination upon request. 


DUNNING SYSTEM 


The Demand for Dunning Teachers Cannot 


NORMAL CLASSES AS FOLLOWS: 


works may secure them for 


for Beginners 


MRS. CARRE LOUISE DUNNING, Originator, 8 W. 40th St., New York City. 
KATHARINE M. ARNOLD, Arnold School of Music, 93 Madison Street, Tiffin, O. 
ALLIE EDWARD BARCUS, 1006 College Ave., Ft. Worth, Tex.—4609 Broadway, Chicago, Ill. 


ELIZETTE REED BARLOW. 2742 Horsch IISt., 


Jacksonville, Fla. 


CATHERINE GERTRUDE BIRD, 658 Collingwood Ave., ae Mich, 

re. 
DORA A. CHASE, Carnegie Hall, New York City, Pouch Gallery, 345 Clinton Ave., Brooklyn, N. Y. 
ADDA C. EDDY, 3511 Cornell Pl., Cincinnati, Ohio—Minneapolis,Mina.—September. 


MRS JEAN WARREN CARRICK, 160 E. 68th St., Portland, 


BEATRICE S. E1KEL, Kidd-Key College, Sherman, Tex. 


IDA GARDNER, 17 E. 6th St., Tulsa, Okla., throughout the season; Paris, France, Summer. 


GLADYS MARSALIS GLENN, 1217 Bowie St., Amarillo, Tex. 


FLORENCE E. GRASLE, Michigan State Institute of Music, Lansing, Michigan. 


HARRIETT BACON MacDONALD, 13434 Detroit Ave., Cleveland, O.; 6010 Belmont Ave., Dallas, Tex.; 1422 Bat- 


tery St., Little Rock, Ark. 


MRS. KATE DELL MARDEN, 61 N. 16th St., Portland, Ore. 
Arts Dallas, Tex.; 10250 S. Wood St., Chicago, Ill. 


MRS. WESLEY PORTER MASON, College of Music and 


MRS. LAUD GERMAN PHIPPEN, 3435 Asbury Ave., Dallas, Tex. 
ELLIE IRVING PRINCE, 4106 Forrest Hill Ave., Richmond, Va. Jan., June, Nov. of each Year. 


VIRGINIA RYAN, 1070 Madison Ave., New Yerk City. 


STELLA H. SEYMOUR, 1419 South St. Marys Street, San Antonio, Tex. 


GERTRUDE THOMPSON, 508 W. Coal Ave., Albuquerque, N. 


ISOBEL M. TONE, 626 S. Catalina St., Los Ang-l-s, Cal. 


Mex. 


MRS, H. R. WATKINS, 124 E. 11th St., Oktahoma City, Okla. 
INFORMATION AND BOOKLET UPON REQUEST 


i 
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of Improved Music Study 


THE ET 


ORGAN AND (@HOIR QUESTIONS ANSWERED 
By Henry S. Fry 


FORMER PRESIDENT OF THE NATIONAL ASSOCIATION Of ORGANISTS, 
DEAN OF THE PENNSYLVANIA CHAPTER OF THE A. G. O. 


No question will be answered in THE ETUDE unless accompanied by the full name 
and address of the inquirer. Only initials, or pseudonym given, will be published. 


Q. Iam enclosing specifications of our 
two-manual organ. I have studied with the 
best teachers in the city but do not know 
much about the stops of an organ. Which 
are Flute, Reed, String and Foundation stops? 
What is indicated by Swell to Swell 4'-16', 
Unison, Swell to Great 4'-16’ and so forth? 
Do any of them have the same effect as sub 
and super couple,s? In playing Franck’s 
Choral in A minor I put on full organ at the 
close, and it sounds all right, except the last 
chord, which should come out the strongest 
and most triumphant. It does not stand out 
like the rest. There seems to be a sort of 
anti-climax. I have tried shutting off some 
of the couplers, but the effect remains the 
same. Can you suggest a remedy? Can you 
suggest any good combinations on this organ 
for building up from soft to loud—also un- 
usual combinations? How would you regis- 
trate the Andantino by Lemare, The Night- 
ingale and the Rose, by NSaint-Saéns, the 
Prelude in HF flat major by Bach? Is there 
any passage in the latter where the hands 
play on-differcnt manuals at the same time? 
Often I see “Mixtures” at the head of a com- 
position. What are Mixtures, and what are 
the Great reeds? Has this organ any? The 
organ has a erescendo pedal which I never 
use, not being familiar with it—lL. 8. 

A. The classification of your stops is as 
follows: 


Organ Tone (Foundation) 
Open Diapason 
Dulciana 
Flute Tone 
Melodia 
Flute 
Stopped Diapason 
Reed Tone 
Oboe 
Your specification does not include any really 
characteristic string tone. The Aeoline be- 
longs to the Salicional family but is usually 
a very mild, soft-toned stop. We judge from 
your specification that your Vox Celeste un- 
dulates with this stop, there being no other 
stop of a suitable character for this purpose. 
We have included the Oboe as a reed stop, 
though in some organs it does not contain 
reeds, being a labial stop. 

The Swell to Swell 4’ - 16’ and so forth 
are the same as sub and super couplers. 
Unisons “on” and “off? control the original 
pitch of the stop, Unison “off”? silencing the 
stop, unless it be operating through a coup- 
ler. For instance, draw Stopped Diapason 8’ 
with sub and super couplers and you have 
the notes speaking at 16’, 8’ and 4’ pitch. If 
the unison is set at ‘off’ the &’ piteh is 
missing. The only reason.apparent to us for 
the efect of the firal chcerd in the Franck 
Choral is that your super couplers do not 
function above. 

< 


Since the highest note in the Choral is this 
“C” sha ped, the super coupler is here use- 
less. These couplers being ineffective is prob- 
ably due to your. having 61-note chests in- 
stead of 73-note chests, which would make 
available the 12 notes above the compass of 
the key-board. The only remedy we can sug- 
gest in the Franck Choral is that you do not 
try to employ the super couplers. As to 
building up from loud to soft and so forth, 
start with the amount of organ you wish and 
add stops gradually until you reach the de- 
gree of loudness required. For instance, your 
Aeoline is your softest stop. That stop 
coupled to Great Dulciana will give you a 
little more tone. Next might be added the 
Swell Stopped Diapason, then 4’ Flute, then 
Swell Open Diapason, next Great Melodia and 
so forth. Experimenting will help much, and 
probably, if you would spend an hour working 
along that line, making notes of the stops 
you combine, it would help you permanently, 
This will be true also in the securing of un- 
usual combinations. For the Lemare Andan- 
tino you might begin with the following 
stops: Swell—Oboe and Tremulant; Great— 
Flute 4’; Pedal—Soft 16’. Play the left hand 
part one octave lower than written. This is 
suggested so that it will be possible to play 
the next section with the notes “thumbed” 
on the Great organ as marked. For the reg- 
istration of the “thumbed” section add Swell 
to Swell 16’ coupler. For the next section 
you, might use Great Open Diapason for the 
right-hand part as suggested, with registra- 
tion on Swell of proper balance for the left- 
hand part. If this is not satisfactory try 
Melodia for the right-hand part with the 
Swell to Great coupler. This section might 
also be played with right hand on Swell and 
left hand on Great. Use the registration that 
seems in your judgment to be most effective. 
For the last section, since your organ con- 
tains no Vox Humana, try Aeoline and Vox 
Celeste (it may be necessary to add to this 
if your Vox Celeste is very soft) for right 
hand part on Swell organ with Great Dul- 
ciana for the left-hand part. 

For The Nightingale and the Rose we base 
our suggestions on the transcription by L. 
Courtade, edited by James H. Rogers. Begin 
with Srrell, Aeoline, Vox Celeste and Stopped 
Diapason, Great, Melodia (Swell to Great), 
Pedal, Soft 16’ (Swell to Pedal). 


Play the first section as suggested. In the 
second section, presuming your Great organ 
is not enclosed in a swell box, we suggest 
the left-hand part played on Great Dulciana 
(Swell to Pedal off), the right-hand part on 
Swell Stopped Diapason and Flute 4’, except 


Swell organ, which may be played on Swell 


for the two short passages assigned to i 


Aecoline and Vox Celeste, or on the Great 
Dulciana, though the Swell organ combination 
would be more effective for the last two meas- 
ures, because of the possibility of a dimin- 
uendo. _For the Bach number, we take it for 
granted that you refer to the Prelude to the 
Fugue known as the “St. Ann.” Tor the 
basis of you registration we would suggest 
Full Great and Full Swell (except Vox Ce- 


‘leste) Swell to Great 8’, Swell to Great 4’, 


Swell to Pedal and Great to Pedal. There 
are places where, in transition from one 
manual to another, the two hands will be 
playing on two different manuals for a short 
time. Beginning on the last count in meas- 
ure 34, play on the Swell (Great to Pedal 
off) On the last count in measure 36 re- 
turn to Great Organ (Great to Pedal on). 


f. 


. 
A 


& 
' 


: 


On the last count in measure 38 return to a 


Swell. 

An instance of two hands playing on dif- 
ferent manuals will be found in measures 78 
to 84, where the right ,hand may be played 
on the Swell and the left:hand on the Great 
up to the second eighth in measure 84, when 
the right hand returns to the Great organ, 
We would suggest that you secure a ccpy 
of Vol. 3, Widor-Sehweitzer edition of Bach’s 
Organ Works, 
Prelude appearing on page XX. 

Mixtures are stops containing two or more 
ranks or pipes producing artificial over- 
tcnes. Great Reeds usually indicate the 
Reed stops commonly included on the Great 
organ of instruments of sufficient size to 
merit their appearance, such as Trumpet or 
Tuba. None are included in your instru-. 
ment. The Crescendo pedal is a device for 
making a crescendo or diminuendo by the ad- 
dition of stops without affecting the register 
knobs or keys. 
use of it, we do not advocate its overuse. 
It might be considered a means for “lazy” 
registration. ; 

Your specification includes a Flute 8’ as 
well as a Melodia 8’ on the Great organ. 
This is unusual in an instrument of this 
size, and we take it for granted the Flute 
is one of 4’ pitch. 


Q. Please cxplain symbols given in “Or- 
gan Questions Ansiered,’? February, 1929, 
issue, “Analysis Sheet,’ as follows: “A” and 
“B” before the stop names “16-8-4”-“16) 8) 4)” 
on stops; “x «a-2? on traps, “Orchestral,” 
“Oboe,” “8,? “Synthetic,” (instead of num- 
ber of pipes), also the last five items, “‘shuf- 
fle,’ “bird,’? “accompaniment,” “orchestral,” 
“solo.” 

What is the address of the publishers of 
“The Diapason” and of “The American Or- 
ganist ?”—B. R. EB. 

A. “A” and “B” indicate two swell boxes 
and their appearing before the name of the 
stop designates in which box the pipes con- 
trolled by the stops are enclosed. 16-8-4 in- 
dicates that the stop appears on the desig- 
nated manual at the pitches named, and 
when it appears os it indicates that the sec- 


ond or lower 8’ stop draws the first or upp 
stop also. This applies also to 16’ and 4’ 
pitches, when they are so indicated. ‘‘x’’ in- 
dieates that the traps appear, in the pedals 
or manual named in the heading, on first 
touch. ‘‘x-x’” indicates that they appear on 
both first and second touches. The second 
“x” should be underlined thus x. The syn- 


thetic Oboe is produced by pipes already in- 
cluded in the instrument, and therefore none 
are indicated. It is produced by a combina- 
tion of pipes taken from Violin I and the’ 
Twelfth derived from the soft 16’ Flute. 
“Shuffle” and “Bird” indicate a shufile effect 
and bird-call respectively. The last three 
items indicate that the manuals are coupled 
to the Pedals at the pitches indicated. The 
address of "The Diapason,” 1s 1507 Kimball 
Building, Wabash Avenue and Jackson Boule- 
vard, Chicago, Iinois, and that of “The 
American Organist,’ 467 City Hall Station, 
New York. 

Q. At seventeen years of age, with four 
uears of piano study to my eredit, and at pres- 
ent taking pipe organ lessons, would you advise 
me to keep in this line of work? I am work- 
ing as stenographer and bookkeeper but find 
it very boresome. I hope to work myself into 
a theater. Will there be only a small demand 
for theater organists in the future due to the 
vitaphone?—S, J. M. 

A. We are inclined to think that the tu- 
ture of the theater organist is rather uncer- 
tain. The vitaphone, ‘“‘talkies” and such in- 
ventions are in a rather primitive state but 
will probably be improved, The status of 
theater organists has already been effected, - 
we fear, and improvement in the devices 
named will probably still further lessen their 
demand. If you are interested in the organ, 
why not keep up your study and play in 
church while retaining your position as 
stenographer. 
vote your entire time to the profession. 

‘ 


Perhaps later on you can de- — 


\ 


i 


and read the notes on this 


‘ 


While we have heard clever — 


‘ 


‘ 


| 
| 


' school 


HE ETUDE 


OW you can have the advice of one of the most 

conspicuously successful organizers of school bands 
in the United States—absolutely free. The House of 
York offers a method perfected by G, C, Mirick, Upper 
Iowa University, that has proved to be amazingly 
helpful to music teachers all over the country, 


FREE BOO SHOWS NEW 


EASY WAY 


“School Bands—How to Organize and Train Them” 
is_a book which will be sent free to all teachers. This 
offers many helpful  stigges- - 
tions on how to stimulate the 
interest of punils, parents and 

officials, No obliga-- _ 
tion, . F 


York Band Instrument €o: i 
Dept. ET-29 
GRAND RAPIDS, MICH. 


Pan-Umericans 
Are Jrue-Joned she 


and Accurate 


BECAUSE of high standard of 
workmanship, rigid insp-c- 
tion and testing, easy play- 
ing qualities, moderate price 
and factory guaraatee — 
Pan-American saxophones, 
clarn ts, trumpets — any 
Pan-Amer'can instruments 
— are r-cogzized as stand 
@ ard. Write for easy pay- 
m-nt plan axd beautiful 
illustrat_d cata‘og to — 
PAN-AMERICAN BAND 
INSTRUMENT & CASE CO. 


908 Pan-American Bldg., 
Elkhart, Indiana 


‘The TRUTH 
about VOICE 


Sent FREE—*° Sex econ 
No Money Down 


quick | 
rts postpaid—for 30 days free 
reading—mew Voice Book dis- 
closing cpa! VOICE FACTS 
that may save hundreds ot dol- 


vei Faded man or woman 
rich voice for 


sitner singh speaking. A REV- 
LATION pot for 30 
. Then, if you 
1.00, 
Ae all] 
INGER, Suite 29 
e.,Dept. 55-86 Chicago 


Ws a to play popular jazz on piano, saxo- 


prone, banjo, ete.,with latest breaks and 
Write for free Home-study booklet. 


BAER TT ENSEN SCHOOL 
73» Kimball Hall Bidg. CHICAGO, ILL 


BUILD UP YOUR INCOME 


WITH 


CLASS PIANO INSTRUCTION 


aan D it, fnaend on 
wise, just return 

PRO! OF. E. FEU! 

1810 Wilson 


Send for illustr:ted folder. Tells how to organize and 
teach classes. ““hat method to use end how t» 
eg from 100 to 3,000 pupils each week. Wit: 


BRZINSKY SCHOOL 


36‘7 Bloo nington, M nneavolis, Minn sota 


; BanpDs AND ORCHESTRAS 
(Continued from page 657) 


the Saturday class and, as a consequence, 
suspension from the school orchestra and 
band, until a satisfactory excuse is forth- 
coming. Opportunity should be given for 
a second hour all-city band or string en- 
semble, excusing those who get this work 
in their own school daily. 

Where a full-time contract teacher is in 
charge of both grade and junior and sen- 
ior high work, as in some smaller sys- 
tems, this teacher’s schools should be as- 
signed with a zoning plan in view, so that 
he can keep constantly in touch with the 
progress of his grade children through 
junior high to his high school orchestras 
and bands. However, it is not diplomatic, 
nor hardly fair, to make this planning too 
much in evidence to the pupils or to the 
grade principal. 


Drafting Leaders 
O BUILD UP an organization of uni- 
form efficiency throughout, and yet to 
accommodate all those who have any claim 
to consideration as members, more rehear- 


_sals are needed for the slower or less ad- 


vanced players and for those with an ambi- 
tion to gain a higher position in the or- 
ganization. This need seems an_ ideal 
chance to interest the most talented players 
who have a desire, and the personality and 
initiative, for real leadership. Allow them 
to take a part rehearsal occasionally, and 
later a whole concert at some school as- 
sembly. There should be a students’ con- 
ducting class where score reading with 
phonograph records and instrumentation 
are taught to a group especially chosen 
from the most promising conductors in 
the city schools. There is a danger in this, 
however; the dazzle of the spot-light often 
may become so attractive that a boy or 
girl will neglect the far more humdrum 


technic his academic 
studies. 

Some of our most enthusiastic, popular 
and successful young teachers on Saturday 
mornings have been our own high school 
boys who came back from their never-to- 
be-forgotten experience at the great Na- 
tional Orchestra Camp last summer. They 
have been proven to be living embodiments 
ot the down-right seriousness and loyalty 
and inspiration they found at the camp. I 
think such boys are themselves the great 
justification for such a movement. They 
are repaying in full and overflowing meas- 
ure the debt they owe the community for 
their scholarships. After teaching for two 
hours on Saturday these boys join in with 
the all-city high school orchestra and 
rehearse for two hours. 


practice, or even 


Discipline 

N A WELL-PLANNED rehearsal 

there are no disciplinary problems, for 
all are too busy and interested. The two 
hours never seem long enough. Making 
sections wait while others rehearse is often 
responsible for trouble. If possible, re- 
hearse numbers using brass and percussion 
sections first, allowing them to leave while 
the strings and winds are at work. Have 
a definite outline listing weak spots to be 
rehearsed. Call out quickly, “Brasses— 
eight measures before C.” Have all music 
lettered. Find the weak spots in the wood- 
winds, then those in the strings, thus 
avoiding long waits for any one part. 

A great trust hasbeen placed in our 
hands by the leaders in education. Our 
reward is in the enrichment of the lives of 
the boys and girls we are privileged to 
help and guide. They are looking to us 
for that guidance. We must not fail them. 


Master Discs 
“(Continued from page 644) 


he was seventeen (the one in B Flat ma- 


_jor, opus 168), is played by the Interna- 


tional String Quartet who will be favor- 
ably recalled for their splendid work in the 
César Franck Quintet. This is a work of 
lyrical fluency and simple charm, although 
untouched by the deeper inspirations of 
the later Schubert. Discs Nos. 124; 25 and 
26. The Flonzaley Quartet which for 
twenty-five years held a distinctive and un- 
rivalled reputation in this country before 
disbanding this past spring made several 
recordings for Victor, the first of which 
was recently released. This was Schu- 
mann’s Quartet in A Minor, opus 41, No 
1, a work consistently melodic but not 
consistently poetic. The Flonzaleys seem to 
enjoy playing this quartet and the recording 
is unusually fine in its faithful expressive- 
ness. Album set No. M51. 


Wagner Recordings 

RUNO WALTER, that admirable 

German conductor, who has been ac- 
corded much praise in England recently, 
has recorded more Wagnerian excerpts for 
Columbia. They are enjoyable, because 
their dramatic force and pictorial vividness 
lave not been overstressed and because the 
orchestral clarity has been admirably re- 
tained in recording. They include the 
Prelude to ‘“Parsifal,’ discs Nos. 67572 
and 573D, and Siegfried’s Rhine Journey 
from “G6étterddmmerung,” disc No. 67574- 
D. Artur Bodanzky, of Metropolitan Op- 
era fame, has succeeded in conducting the 
finest version of the Overture to ‘“Tann- 
hauser” that has been issued on discs to 


date. Of course Mr. Bodanzky has been 
greatly assisted in this achievement by 
the development of the art of recording. 
Had Albert Coates’ version of this over- 
ture been recorded by the present system 
we believe it would itself be of the highest 
excellence. If one’s interest for this popu- 
lar overture has waned, we believe that a 
hearing of the Bodanzky version will sure- 
ly revive it. It can be found on Columbia’s 
discs Nos. 67570 and 571D. 

Three vocal records of unusual merit, 
each in its own category a perfect ex- 
ample of interpretative art, include Casta 
Diva, from Bellini’s “Norma,” as sung by 
Rosa Ponselle whom James Huneker once 
called “the female Caruso” (Victor disc 
No. 8125); Leporello’s aria Nella bionda 
(cataloguing the love affairs of the Don), 
from Mozart's “Don Giovanni” as sung 
by that inimitable basso, Chaliapin, on 
Victor disc No. 1393; and the Aubade 
from Lalo’s “Le Roi d’Ys,” coupled with 
the Romance from Bizet’s “Pearl Fishers” 
as sung by the admirable French tenor, 
Joseph Rogatchewsky, who recalls better 
than anyone we have ever heard the sing- 
ing artistry of the late Edmund Clement 
(Columbia disc No. 501460D). Amateur 
theatrical clubs should find great assist- 
ance and music-lovers keen enjoyment in 
the new Gilbert and Sullivan opera, “Trial 
By Jury,” recently issued by Victor. It 
is performed by the historical D’Oyly 
Carte Opera Company of London, who 
maintain an unequalled tradition in the 
presentation of Gilbert and Sullivan (Vic- 
tor Album C4). 
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Play Your Way: 
BIGGER 


and Popularity 
with a 


Buescher 


« The Saxophone has 

brought big money to 
many stars. As Orches- 
tra features — as Or- 
chestra leaders—as stage soloists— 


, as recording artists and in other 


ways—hundreds of musicians have 
played their way to big pay and 
stardom on the 


ee _ 
True Tone Saxophones 


Only a Buescher Gives You All These: 

Patented Snap-on Pads— greatest im- 
provement for beauty of tone; easy to replace 
—no more cementing. 


Patented Automatic Octave Key — 
always positive. 

Hands never moved from one playing 
position. 


6 Days’ Free Trial in 
Your Home 


on any Buescher Saxophone, Cornet, Trum- 
pet, Trombone or other instrument. Try the 
fingering arrangement—play it; hearits true, 
rich, clear tones, without obligation to buy. 


Easy to Play—Easy to Pay 


Besides being easy to play we make it 
easy to pay. Asmall down payment anda 
little each month. Write today for full in- 
formation on our liberal offer. Give name 
of instrument in which you are interested. 


Buescher Band Instrument Co. 
2826 Buescher Block Elkhart, Indiana 


é 


& Puescher Band Instrument Co., (518) 8 
1 2826 Buescher Block, Elihart, Ind. f 
# Gentlemen: Without obligating me in any way h 
§ please send me your free literature. & 
! | am interested in the uJ 
- SOUOWINg IWSITUMON Es 5 oie’ oi0's « - Sate ss ps a : 
: IN AIC eatretetsls alaivialsia srasisl)s,0 a ¢ sc Stacie vinieiy ated ~ 
E Gireatadtemate hr avGs. Jc) «. Teyw iss ee : 
a SIE Tetatela mils aiereistelneeireis s/o States se vaseiencte : 


EARN saxophone, cornet, trom- 
bone—any band instrument. Be 
popular—make more money. It’s 
easy. Play tunes first day leady 
for band or orchestra in 60 to 90 
days. The world’s greatest band 
leaders and soloists endorse Conns. 
Easiest blowing qualities; speedi- 
est action, Yet these superior in- 
instruments cost no more. Write 
for Free Book and full details 
of FREE TRIAL and Easy Pay- 
ment offers. Ment‘on instrument, 


c.G. Conn, Ltd. 913 Conn Bldg. 
Elkhart, Ind. 


ONN 


4 WORLDS LARGEST 
JFACTURERS f&* 


BAND INSTRUMENTS 


8 countries; plays 22 
fostruments, nearly al 
Couns. 


IMPORTED 
RECORDS 


We are serving Record Collectors 
throughout the world including over 
200 educational institutions with 
imported phonograph records. All of 
tte records reviewed in the “Master 
Discs” column are available from us. 


H. ROYER SMITH CO. 


“The World’s Record Shop” 


Tenth and Walnut Sts., Philade!ph‘a 


Send For Our Free Bulletin of Imported Recordings 
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A airt once told the writer that she hated 
the fiddle—yet her father had played one 
for many years. On making inquiries it 
was found that the latter had learned from 
an untrained “scraper” who was chiefly 
concerned about the force and energy ‘he 
could put into his playing. The unfortunate 
parent had developed so heavy a bowing 
that he required the stick of his strong bow 
to be pulled up quite straight before he 
could use it. Hs tone was horrible— 
screaming and cracked. 

Later the girl learned to play the violin 
and developed a sweet tone. Then she came 
to love the music of this instrument. 

The note of a violin is caused by the 
vibration of a string left and right, across 
the finger-board (not up and down). 

The string is set in vibration by the 
roughness of the bow-hair, a roughness 
which may be likened to microscopic teeth 
in a saw. When this saw is drawn across 
a string each tooth catches and then re- 
leases the string. The gut is thus set in 
vibration. 

Since this vibration of the string is al- 
ways from side to side it is clear that any 
hard pressure: on the ‘string, forcing it 
downwards, may seriously. hamper the 
movement and possibly check it altogether. 
It will also be clear that the less the string 
is pressed down the more freely and evenly 
it will vibrate. 

So, then, here is a rule for bowing: 
“Never use more pressure than is needed 
to set the string in sufficient motion.” ‘This 
playing “lightly” is a very important but 
not always recognized aspect of violin tech- 
nic. It is the one thing that maxes the 
difference between sweet and sour tone. 

Sweet tone must always be lifted from 
the violin; forcing downwards cannot 
bring it out. An excellent exercise for 
developing this lifting bowing is as follows: 


SSS 


For each measure, one full bow is to be 


used. It is to move at an exactly even pace 
through notes and rests alike. But, during 
the rests, the hair is to be raised about an 
inch above the string and go on thus until 
it settles down, daintily, for the next note. 

But there is another feature in tone 
production. 

By placing the finger at the half-way 
point between the bridge and the finger- 
board nut one finds that the string can 
be pressed down easily, that it is easy 
to hold. By experimenting similarly a 
trifle-nearer the bridge one finds that the 
string does not give so readily, that it is 
hard to hold.. Expressed in another way, 
the string, in the firz:t instance, does not 
resist the finger pressure so strongly as it 
does in the second. 

The conclusion is that the nearer one gets 
to the bridge, the stiffer the string becomes 
and the more strongly it resists bow 
pressure. 

So, in bowing one inch from the bridge, 
some little pressure will be needed to over- 
come the resistance of the string. But two 
inches farther from the bridge the string 
will not resist so strongly—a much lighter 
pressure will set the string vibrating at an 
equal speed. If the pressure given at the 
first point is given also at the second the 
tone of the second will be ruined. 

There is just one more aspect to con- 
sider. 5 

If one plays on an open string the bow 
may be, at a distance from the bridge, 
equal to one-eighth of the length of the 
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string (that is, the length which is vibrat- 
ing). But, if the left hand comes up and 
stops a note at the top of the fingerboard, 
then the bow will be on a spot more nearly 
at the middle of the vibrating portion of 
string. The quality of tone produced will 
consequently not be the same. To keep the 
tone even the bow must move nearer the 
bridge until it reaches the spot equivalent to 
one-eighth of the length of the vibrating 
portion. 

A general principle may be formulated 
from this fact: “To preserve the same tone, 
the bow must always move nearer to the 
bridge as the vibrating length of string is 
shortened (or as the notes stopped ascend 
the fingerboard).” | 

In playing forte the bow should be nearer 
the bridge, where the string is harder, for 
then it is possible to apply more pressure 
and so set the string in stronger vibration. 


Genuine 


A constant stream of inquiries comes 
to the Violinist’s ErupE from people who 
fancy that they have genuine old violins 
made by the great violin makers. The 
writers imagine that all they have to do 
is to send a written description of the 
violin, its color, general appearance, a re- 
production of the label inside, or a copy 
of the words branded on the back, and that 
the editor can inform them by return 
mail whether or not the violin is genuine. 

The following letter is typical of these 
inquiries: “I am very much interested in 
learning the value of my violins. I have a 
Stradivarius, a Guarnerius and a Stainer. 
Most people who own violins judge by 
the label stamped in them, but I have a 
different method. My violins have all the 
marks of genuineness on the inside of the 
violin and on the neck block. Their work- 
manship is most perfect, the purfling is 
finished out in perfect detail, and all the 
edges have an appearance of a master 
workman. 

“Some of the marks are very secret, 
so one must carefully examine them. On 


the back is found under the varnish a 


date, a cross and other initials which 
ean hardly be distinguished. The color 
of the Stradivarius is sort of orange-like, 
with varnish cracks along the edges. The 
color of the Guarnerius is more like red 
orange, and the Stainer is orange. 

“Will you kindly give me your opinion 
as to their genuineness and tell me of 
other marks which are to be found on a 
master-made violin? Are there any secret 
signs which a master puts on his instru- 
ments ?” 

Hundreds of letters similar to the above 
are received, Some contain no description 
at all. They simply state-—“I have a 


The expert violinist can tell, without 
looking, just where his bow lies, by the 
hardness. or softness of the string. This 
ability to recognize by the feel of the bow 
on the string the need for raising or lower- 
ing its position is greatly to be desired by 
every violinist. 

Slow scale playing gives excellent oppor- 
tunities. One may then watch his bow and 
see that it approaches the bridge each time 
that the fingers climb upwards and draws 
back to the fingerboard each time they 
recede. Much of the secret of sweet tone 
lies here. 

The final word might be—lift the notes 
from the violin; give regard to the exact 
position of the bow on the strings. Then 
will the tone be sweet and pure. Then, 
with the aid of vibrato, will it possess 
soul and life. Then will the hearers thrill 
at its beauty. 


or -Not? 


violin with Stradivarius stamped on a piece 
of paper inside. How much is it worth?” 

lf the writers of these letters would re- 
flect a little, they would see how impos- 
sible it is to pass on a violin without see- 
ing it. Thousands of people have the idea 
that the great makers had certain secret 
marks which were placed on their violins 
and which, if found, prove that it is genu- 
ine. They never stop to think that imi- 
tators of these violins would know all 
about these marks and would place them 
on the imitations also. All the above de- 
scriptions which our correspondent gives 
of his violins would read exactly the same, 
whether he were describing a genuine in- 
strument or an imitation made by a good 
violin maker. 

There are millions of violins in ex- 
istence, copied more or less correctly from 
the works of the great makers. The 
vast majority of these are factory fiddles 
of comparatively crude workmanship, 
which would deceive no one who had even 
an empirical knowledge of good violin 
making. Then again there are imitations 
or copies of master workmen who made 
exact fac-similes of the originals, as re- 
gards shape, color, varnish, private marks, 
choice of wood, cutting the scroll, shape 
of ff holes, labels, purfling and every 
detail of the original. Many of these 
artistically made copies have age to boot, 
as they were made during or soon after 
the period when the value of the Cre- 
mona violin first began to be recognized. 
It is violins of this type that are difficult 
to distinguish from the originals and which 
require the utmost skill on the part of 
the expert who is called in to give an opin- 
ion of their genuineness. 

Tt is as futile for any of our readers 


to write out a description of his violin 


and expect us to decide without seeing 
it. whether or not it is a copy or an 
criginal as it would be to send a written 


description of a ten dollar bill to a bank 


teller and ask whether the bill is a counter- 
feit. ay 

The. gist of the whole matter is that 
the written description of a genuine old 
Cremona and of a perfectly made copy 
would read exactly the same. The expert 
consequently cannot decide from a writ- 
ten ‘description. He must actually see 
the violin which he is to judge. People 
who believe they have valuable old violins 
should take or send them to good experts 
for an opinion, Reputable dealers in ‘old 
violins have such experts in their employ, 
or at least know where to find one, if 
an opinion is sought. Many of them, 
after an examination, give printed certifi- 
cates, with their signature, containing their 
opinion as to the maker or school of violin 
making to which the violin belongs as 
well as its value. Such’ a certificate from 
a good violin dealer is valuable to the 
owner if he ever wishes to sell the violin. 


©homas Jefferson and 
His Violin 
By E. H. Prerce 
HAT THE sanie man who is fa- 
mous as the author of the “Declara- 
tion of Independence,” as the third 


president of the United States and as the 
patron saint (so to speak) of the Demo- 


cratic party was also a remarkably en- 


thusiastic amateur violinist and possessed 
no little skill on that instrument, is a fact 
little known but nevertheless well vouched 
for by his biographers. “The Life and 
Times of Thomas Jefferson,” by Thomas 
E. Watson, is full of interesting references 
to his devotion to the violin. 

Not only that, but we learn that Patrick 
Henry (another immortal name in the 
early history of our nation) was one of 
the friends with whom he often played 
violin duets! John Randolph, before a 
difference of political views created an 
estrangement between them, was another 
of his musical colleagues. Even the storm 
and stress of the Revolution and the inner 
political struggles which followed it did 
not avail to interrupt greatly his devotion 
to the art of music. The incident which 
finally put a stop to his -violin-playing was 
the accidental breaking of his wrist which 


healed slowly and left a painful stiffness — 


ever after. 

Culling here and there from the book 
we have mentioned, we note that, while 
most of the local “fiddlers” played by ear, 
their repertoire consisting of traditional 
jigs and country-dances, such as Money 
Musk, Devil’s, Dream and the like, Jeffer- 
son played by note and was fond of hymn- 
tunes and other sustained. melodies includ- 
ing airs from Italian operas. What he 
played, in the form of violin duets, we are 
not informed. The excellent Duos of 
Pleyel or of Viotti, which were already 
in print and enjoying considerable vogue 
in Europe and England, would doubtless 
have been warmly appreciated by him, but 
whether they were known and obtainable 
in Charlottesville, Virginia, at that time 
almost a remote frontier, is opert to doubt. 
More probably he possessed some arrange- 


ments of opera-melodies in  violin-duet 


; 
§ 
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form. We have seen some very old books 
of that sort published here in America. 


“We Saved the Violin!” 


Tie: HE was still a quite young 
man, during a temporary absence 
from home, the family dwelling was 
destroyed by fire. On his return, when he 
was confronted with the bad news, his 
brother hastened to him with the assurance 
(as the one bright spot in the clouds of 
misfortune) that his fiddle was saved! 


- The slaves, it seemed, had noticed how he 


valued it and had rushed to rescue it first 
of all, no matter what else might fall a 
prey to the, devouring flames. 

We find no record of how he first 
learned to play. Perhaps at the start he 
was largely self-taught. But later on he 
had regular lessons on the violin from a 
music-teacher named Alberte (or Alberti), 
the same master who had taught the harp- 
sichord to his wife before her first 
marriage. He was very regular in prac- 
tice, during the time of these lessons, rising 
early and getting in-an hour or more 


before breakfast. He often played a 
total of three hours a day. During his 
journeys he would take a “kit” (a small, 


compactly-built violin often used by danc- 
ing-masters) with him, in order to keep 
up his practice. 

It will be of interest to recall the fact 
that music occupied a quite important place 
in his courtship. The lady who afterward 
became his wife was a young, attractive 
widow, a Mrs. Skelton, the daughter of 
John Wayles, a large land-owner. He was 
not without rivals, but, when other suitors 
approached her door and heard Jefferson’s 
violin, the widow’s harpsichord and both 


of them singing they turned back dis- 
couraged, 

The violin which was saved from a 
burning house may or may not have been 
a good one. But when Jefferson’s taste 
became more fastidious he coveted a better 
one owned by his friend, John Randolph. 
Failing to succeed in an attempt at im- 
mediate purchase, he entered into a remark- 
able contract, in strict legal form and duly 
witnessed and recorded, by which he was 
to have the violin for three hundred dollars 
in case he outlived Randolph. As events 
transpired, however, the instrument fell 
into his hands much sooner. Randolph, 
at the verge of the Revolution, remained 
loyal to his king and suddenly decided to 
return to England, notwithstanding the fact 
that his son Edmund was a fire-eating 
“rebel” seeking service with Washington. 

But in the sadness and haste of his 
going, he does not forget Jefferson. Be- 
sides ready money now will do Randolph 
himself more good than the violin. Per- 
haps he will never feel like playing it 
again, such is his sorrowful mood. The 
upshot is that Jefferson buys it for sixty- 
five dollars. 

The next we hear of Jefferson’s violin- 
playing is, curiously enough, an aftermath 
of the surrender of Burgoyne at Saratoga. 
Most of the prisoners captured in that 
battle were sent to Virginia for safe-keep- 
ing, and Jefferson, always humane, visits 
them and endeavors to mitigate their lot 
by little kindnesses. In the course of his 
benevolent activities, he finds—oh joy !— 
several very good musicians among them, 
especially among the Hessians, and now 
he plays violin duets and other concerted 
music to his heart’s desire. This is a 
picture pleasant to dwell upon. 


Are Violin Dethods Improving 
By E. L. WINN 


HE ART OF music itself does 

not change, but the present technical 
training of the human hand for 

piano and violin playing differs entirely 
from that of fifty years ago. The intrica- 
cies of modern works, with their peculiar 
intervals and rhythms, necessitate a differ- 
ent kind of mental as well as physical 
preparation than was ever before required. 
Almost all our classic violin works were 
written either by gifted players or by 
great composers. who had some knowledge 
of the instrument. There are now few 
difficulties in the older classics for the 
gifted virtuoso today. But he has to train 
his hand and brain for the modern works. 
Paganini himself would be puzzled by 
some of our modern dissonances. Stra- 
vinsky, Schoenberg, Roussel, Pizzetti, Grov- 
lez and a score of other composers would 


no doubt set him thinking that this is a 


day of virtuosity in intervals and exotic 
structure rather than in pure melody. In- 
deed, the day of pure melody interspersed 
with technical fireworks has departed. 
Once the Joachim Hungarian concertos 
were considered by the executant lacking 
in violinistic qualities not to say well- 
nigh impossible of execution. Today a 
really fine virtuoso makes them seem like 
child’s play. 

Are violinists more gifted or are 
methods more individualistic? Frankly 
we have found new and more practical 
ways of doing things. The violin hand is 
better trained today than ever before. The 
bow arm, too, receives great attention. 
We may look back to Baillot for Kreisler’s 
great command of bowing or to Massart 
for a definite plan of bow control, but we 
must. concede that modern training in- 
cludes not only an analysis of works but 


a very definite analysis of the power and 
capabilities of the human hand. 


Overcoming Handicaps 

| ih oops caer he is possible if one has 

talent and industry. Even a hand 
illy fitted for the violin may be trained. 
A sluggish ear, by attention to solfeggio, 
may be made perfect. And there are 
known to good teachers special ways of 
playing ditficult passages. By these the 
average player may accomplish good re- 
sults. 

In former times we accepted bowings 
and fingerings on the pages of great con- 
certos. Today we work out a plan for 
the individual hand. Professor Auer him- 
self does not advise playing tenths when 
to play them means fatigue if not real 
pain, : 

The great progress in the teaching of 
music today is this: music study has be- 
come constructive, more interesting and 
inspiring, because the attitude of teachers 
is joyous, optimistic and logical, not nega- 
tive and inclined to be brutal. Mere brute 
force has been superseded by. modern 
psychology. .We develop from within. 
This is a tremendous step forward. 

Pupils play better in public because they 
have not the obsession of fear. Virtuos- 
ity, fifty years ago hailed as phenomenal, 
is today no uncommon thing. Though 
there are no short cuts to music train- 
ing there has been a tremendous advance 
4n intelligent and rational as well as in- 
dividualistic methods. Both teachers and 
pupils think out problems today. In the 
great complex life there must be time-sav- 
ing devices even in music. Modern teach- 
ing is solving that problem. 


“As there are no orchestral scores in existence from an earlier period 
than the sixteenth century, most of our information regarding the consti- 


tution of the medieval bodies of players is obtained from pictures and 
sculptures such as may be seen in the great art galleries.” 
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that are outstanding in their clarity and logical simplic- 
ity. They present fundamental technical principles 
in a definite and understandable way that wi.l assure 
steady development. 
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by Henry Hoare 
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THE VERY FIRST VIOLIN 
STUDIES 


Based on the Major and Minor Scales 


: ; ‘ " “ee by Ellis Levy 

1s a complete, systematic exposition ot this = * Py - 
subject which can be used by Beginners and Bert iu Vielen ctyales = a Ae 
Advanced pupils alike. It is practical and art ORE TOE eae 


thorough, with the exercises so simple, that 
the entire atte tion may be concentrated on 
bowing. Highly endorsed by prominent 
Violin Pedagogs. 


These studies are planned to follow the 
first elementary work. Each study presents 
a’ new problem which is dealt with in a 
simple but comprehensive manner. 


— 


Elementary Studies which use the open strings for 
beginning scale work and stress the idea of relative 
finger spacing. 


FOUNDATION STUDIES 


for the Violin 
by Edgar B. Gordon 


Price $1.00 


Covers all mechanical and technical prob- 
lems of fingering and bowing for the Be- 
ginner. It is original ani. interesting 
in its method of study and offers unusual 
means of developing the fourth finger. 


MELODIC FOUNDATION STUDIES 
for the Violin 
by Russell Webber 
Price 75c 

A work especially adapted for use in 
Group Instruction. The exercises are 
melodie and short, and hearing and practic- 
ing in phrases are emphasized. Rhythm, 
bowing, notation, etc., are’ all given due 
attention, 


——— 


PRACTICAL SCALE BUILDER 
by Robert J. Ring 


is now available for use in Violin Teaching also, through the adaptation of its principles 
and the addition of Violin finger-board charts by Paul Vernon. (Price, 25c). 
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compositions, including classic, modern, 
light operatic and sacred numbers. Ideal for the 
average player, as it contains all the music which 
could be played in years. 
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cloth binding, $3.00. Paper 
binding, $2.00. 
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binding, $3.00. Paper binding, $2.00. 
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‘UIOLIN QUESTIONS ANSWERED 


By Rospert BRAINE 


No question will be answered in THE ETUDE unless accompanied by the full name | 
and address of the inquirer. Only initials, or pseudonym given, will be published. 


The Book Under the Arm 

G. A. F.—When the bow 1s being played 
on the HE string the right elbow is held near 
the body. When the A string is being used 
the elbow is raised a little; on the D it is 
raised still mo.e; on the G it is held rather 
high. The elbow is held at the same dis- 
tance from the body throughout the length 
of the bow, frog, middle and point, just so 
long as there is no string crossing. Some of 
the old-time instructors directed that the 
pupil should play with a book under the 
arm, when learning to bow. ‘This can be 
done oniy when one is playing on the EH 
string and the bow is being drawn between 
the middle to the point. If a bcok is held 
under the arm when one is playing on the 
A, D and G strings it will fall down, be- 
cause the elbow must be raised when playing 
on these strings. It would be to your ad- 
vantage to have even a few lessons from a 
good teacher. (2) Two excellent books 
which will help you with yovr violin studics 
are, “How to Master the Violin,” by Fred- 
erick E. Hahn, and “Violin Teaching and 
Violin Study,” by Eugene Gruenberg. 


Varying Spellings on Labels 
R. F. G.—The following is the correct 
wording of a label found in one of the Rug- 


gieri violins: “Francesco Ruggieri detto il 
pr, fece in Oremona L’Anno ” Another 
label reads: “Francesco Ruggieri detto il 
per Cremona ’? The labels used by any 


one Cremona maker sometimes differ slightly 
from each other. You will note a slight dif- 
ference in the snelling of the name of the 
maker in your label. However, labels in old 
violins mean nothing. You will have to 
send your violin to an expert before he can 
judge as to whether or not it is genuine. 


Steel—Gut—Aluminum 

C. G.—I’ranz Stoff (also Stoss) was a Ger- 
man vi lin maker, who ecarrie1 on his work 
at Fiissen, Ge:many, from 1760 to 1802. He 
was not a really famous violin maker, but he 
made some good instruments. (2) A violin 
is naturally not so good after it has been 
cracked and glued in many places. However, 
if the work has been done by a_ skillful re- 
pairer and all the cracks are closed, there 
will probably not be a very great loss of 
volume and tone quality. (38) The use of 
the aluminum A string for the violin is a 
matter of preference. Some contend that 
the aluminum string gives greater volume 
and sonority. Personally I prefer the gut A. 
Jacques Thibaud, the gree'test violinist of 
Fronee and one of the most famous of living 
violinists, strings his violin with a steel E, 
a gut A, an aluminum D and a silver-wound 
gut G. The instrument on which he uses this 
arrangement of strings is one of the finest 
Stradivarius violins in existence. 


Half Man—Halft Myth 

BH. S.—There is an immense number of 
violins with the Gaspa d Duiffoprugear labels, 
many of them with cervings and inlayings 
similar to yours. These violins were mostly 
made by various lesser-known individuals in 
the Mirecourt region in France and in the 
Mittenwald region in Germany. They differ 
in quality and price, but very few are of 
great value By some authorities Duiffa- 
prugcar (who was in reality named Caspar 
Tieffenbrucker end who was born in Fre’s- 
ing abcut the year 1514) is believed to have 
been the creator and father of the violin, 
but most authorities hold that he was a lute 
maker and made no violins at all: It is im- 
p»ssible to place a value on your instrument 
without seeing it. Send it for anpraisal to 
some reputable dealer in old violins, 


Likely an Imitation 

H. W. A.—The label in your violin states 
that the violin was made in Turin, Italy, in 
imitation of the violins of Antonius Stradi- 
varius by Giovanni Battista (John the Bap- 
tist) Guadaguini. Guadagnini was a maker of 
considerable fame, end his violins are valu- 
able. The chances are that your violin is an 
imitation, but it might possibly be genuine. 
Take the violin to some go»rd dealer in old 
violins, and he ean give you information as 
to its genuineness and its value. Any mu- 
sic store in your city can give you the address 
of a dealer in old violins. 


Three.guarter Sized Violin 

D. B. G.—The label in your vi%lin, sup- 
posed to have been made by Laurentius 
Guadagnini, the eminent Cremonese maker, 
is correctly worded, but there is a very small 
chance that it is genvine. The Cremonese 
masters rarely made three-quarter sized vio- 
lins. If genuine it would be quite valvable. 
Any exvert wou'd have to see the violin to 
give vou any idea of its werth. Take it to 
Cleveland, Ohio,, which is near vour home. 
and show it to some of the dealers in old 
viclins. 

A three-quarter sized violin’ world be 
worth less than a full sized one by the same 
maker, since the three-quarter sized ones are 
used mostly by children who soon outgrow 
them. No one ecsres to pay a large price for 
a small violin which can be used only a lim- 
ited nvmber of years before an exchange 
must be made for a fnll-sized one. People 
buy moderately priced, small sized violins for 
their children and wait until the pupil is 
ready for one of full size before buying an 
expensive instrument. 


Expert Advice ~ a . 
M. P.—A genuine Martin’ Hornsteiner of 


1765, in gocd condition, would be easily 
worth the $200 or $300 asked for it A. spec — 
men of this maker is listed at $500 in the 
catalogue of a leading American dealer, How- 
ever, it would be to the last degree unwise 
for you to buy the violin without a certifi- 
cate from an expert that it is genuine, that 
it is in a gocd state of preservation and that 
it is a good specimen of the workmanship of 
this maker. Violins made by the same maker 
vary greatly in quality. Even many genuine 
Strads are far below the excellence of his 
best violins. Get the opinion of a disinter- 
ested expert before you buy. 


Placing the Bridge 

L. K.—Probably the piano piece to which 
you have reference is “Chiming Bells, Medita- 
tion,” by Webster. 2.—As an aid for learn- . 
ing to transpose violin music to the viola 
clef, I would suggest that you get an in- 
struction book for the viola. This will show 
you where the notes of the violin’ are pro- 
duced on the viola. 3,—In placing the bridge 


on this latter instrument, the feet should 
come opposite t» the inner notches which 


you will find cut in the sound holes (ff holes)- 
The viola is constructed so that the bridge 
must occupy this position. Do not move the 
bridge towards the fingerboard or tail piece 
in the hope of improving the tone. 


Is Over-use Possible? 

EH. V. C.—Thoere is a theory that has been 
advanced, as you say, that an old violin 
which is in continual use several hours a 
day loses its tone qualities temporarily and 
needs a rest for a few days or weeks to allow 
the fibers of the wood to regain their normal 
state. This theory has never been proved and 
it seems to me to be somewhat fanciful, al- 
though not without possible foundation in 
fact. About all you can do is to experiment 
with your violin to see if the theory works 
out. It is true that temperature and atmos- 
pheric chang.s affect the tone of the violin 
to some extent, but I doubt if continual play- 
ing has any harmful effect. 


Not in the Famous Class 

F. M.—Johannes Thier, Vienna, was an 
Austrian maker, and Francois Guilmont, Aix 
La Chapelle, a French maker. These makers 
cannot be rated as in the “famous” class, 
but they made some fair instrrments. 2—Im- 
possible to learn how many violins they made. 
38—You can get tools and materia s for vi lin 
maling from any large wholesale dealer in 
violins advertising in Tar Brupp. 


Harmonics 

A. F. McI.—Most of the studies and in- 
struction books for the violin which give ex- 
erci-es for harmonies offer very scant or no 
instruction of how to make them, as the 
writers of these works take it for granted 
that they will be studied under the direction 
of a teacher. You will find five pages of 
seales and arpeggios in single and double har- 
monics in the “School of Violin Technics,” 
Op. 1, Book 4, by O. Seveik, but no explana- 
tory text. There is a clear explanation of 
violin harmonics in Berlioz’ “Treatise oh In- 
strumentation.” There are a few exercises 
in harmonics, with directions for playing 
them, in the Hermann Violin School, Vol. 2. 
Guhr has written a work on harmonics as 
played by Paganini. Other instruction books 
treat briefly of harmonies. 


Kreisler Data. 

G. A.—Fritz Kreisler, one of the most fa- 
mous living violinists, was born in Vienna. 
Austria, in 1875. He took first prize in violin 
playing at the Paris Conservatoire at the age 
of twelve and et fourteen made a concert tour 
of the United States with the.pianist, Rosen- 
thal. Commencing in 1889, he gave most of 
his attention to the study of medicine and art, 
resuming his musical career in 1899. He 
served in the World War with the Austrian 
Army and was wounded at Lemberg. With 
wide fame as a virtucso violinist, he hzs be- 
sides written two light operas, many original. 
compositions and arvangements for the violin. 
(2) He owns several violins, among them a 
splendid Guarnerius (1737), formerly used by 
the great violinist, Wilhelmj, and a very fine 
Stradiverius. Further details concerning his 
career and his violins may be obtained by writ- 
ing to his manager. 


The Seven Pesitions. 

T: R—Part II, of Hubert Rios’ Violin 
School, which takes up the study of the seven 
positions of the violin, with exercises for each, 
is an admirable work. Some of the exercises 
are rether Cifficult, except for a punvil fairly 
well advanced Every violin student should 
make a systematic study of the positions. 


Choosing: a Violin. j 

W. I.—I have no dovrbt vou can get for 
seventy-five dollars a violin which will answer 
your purpose. TH Hrupp. in justice to its 
advertisers, cannot undertake to exvress 
opinions on various mates of modern violins 
and other mvsieal instremerts. Your best 
course would be to have several violins sent 
to you on tvirl fr ™ wher) yon mry ch ose 
the ene you like best. Or. if you have a 
friend who is a good violinist, get him to 


select one for you, 
Neal 
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| Exercises d'aprés Chopin,” has written, “I 
‘recall Chopin at the lesson! I remember his 
“Very good, my angel,’ when things went 
|well, and his hands gripping his hair when 
they went badly. I even saw him break a 
chair, once. It was a thing of straw. The 
‘artists still had a few in those days. And 
the sublime skill of the master as he was 
ading you to feel and to understand! His 
orks as well as his music were eloquent 
express the poetry within him. He was 
poet in giving his lessons. I remember 
e remark of ‘his regarding a certain por- 
tion of the Weber Sonata in A flat. “Here 
“an angel passes across the sky.” 

| Chopin desired his pupils to acquire cer- 
| tain varying qualities of tone. Accord- 
| ingly, beginning with the very first lesson, 
he directed the attention to freedom and 
independence of the fingers. He instructed 
| the pupil to let the fingers fall freely, while 
the hand was completely supple. Rapid 
_ movements were not allowed until slow 
“movements had been used for a long time. 
He required everything to be practiced 
both forte and piano. Besides the five- 
_ finger exercises, he had the scales practiced 
with various accentuations. 


aC HOPIN the pianist?”—thus writes 
y, Mathias. “His playing was like 
his music, infused with poetry. And what 
virtuosity! What power! Yes, what 
power! The piano became alive, intense- 
; ly alive, under his hands, till one trembled 
in listening. Nothing like his playing has 
ever been heard since. He played as he 
- composed. 

As to his rubato, Chopin often required 
that, when there was an accompaniment 
in the left hand, this should be played 
strictly in time, while the melody should 
have free expression, with alteration in 
tempo. 

For the student, here are some sug- 
gestions for working on that adorable 
Etude in f minor. It must be played, we 
repeat, as if murmuring, with almost no 
resorting to nuances. 

- The natural fingering of Chopin is the 
‘best: 


Chopin, the Pianist 


sk tie an, Se) 
nea 


Taster Lesson: @hopin Etude, Op. 25, No. 2 


(Continued from page 653) 
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for twelve notes: 
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Taal ie 
5. Various fingerings: Legato 1, 2; 2, 1; 
UIs Ba Te Ee 7 oe Ia 
Portamento 23-25-25 
34-35-45 
Staccato with the original fingering. 


a. without thumb 
b. without 2nd 

c. without 3rd 
d. without 4th 

e. without 5th 


That is to say the 1, 2, 3, 4, 5 position. 

_ Other fingerings have been devised. Rie- 
mann, for instance, gives 1, 3, 2, 1, 3, 2, 
1, 3, 2, 1, 4, 5, a poor fingering because 
it requires unnecessary movements of the 
hand. Further it deforms the phrasing by 
making it less: natural. 

1. Keeping, then, the original fingering, 

I advise studying it with many repetitions. 
Make groups of two, three and four notes 
-and repeat each group three times, holding 
‘whatever notes are possible. Thus: 


3 times 


3 times 
"3 


6. Practice the whole Etude in f sharp 
minor with the fingering of f sharp. 

The preceding suggestions may be ap- 
plied to portions of the Etude or to the 
whole composition. 

Then the student should review the work 
slowly! thinking and listening. Some of 
the variations in fingering are particularly 
interesting for the development of technic. 
These fingerings should be worked . out 
with a hand that is absolutely supple and 
free. In cases when a perfect connection 
is impossible the notes should be played 
portamento. I do not need to insist fur- 
ther on the importance of practicing 
rhythmic variations which lead gradually 
to velocity. ; 

The left hand is always very important, 
with Chopin. Since Chopin, the wide 
stretches have become a favorite mode of 
writing, and many works have been com- 
‘poséd for developing this particular branch 
of technic. It is, therefore, hardly neces- 
sary to call attention to it. Nevertheless, 
certain difficulties in this Etude may be 
conquered by the following modes of prac- 
tice : 


held held 
Fa 
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The Way 
To Find Gold! 


IS TO SIFT AWAY THE 
UNDESIRABLE MATE- 
RIAL UNTIL ONLY THE 
PRECIOUS METAL 
hKEMAINS. 
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Wes 


To use this material makes 


T. Robin Mac Lachlaf 


Allegretto 
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Copyright, 1927, by Harold Plammer, Inc. 


Wood Nymphs Frolic 
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MICHAEL AARON 


= eS Sass 


oon pedale 


Moderato 


Contright, 192% by, Harold Flammer, Inc 


Wavelet 


Mari Paldt 
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Moderato 


Copyright, 1924, by Harold Flammer, Inc. 


Hop o’My Thumb 


Julia E. Fox 


Clown 


Moderato 


Copyright, 1927, by Harold Flammer, Ino. 


Dance 


Mathilde Bilbro 
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RELLOD K PRPS 


a busy and perhaps a somewhat 

discouraging month for the aver- 
age mother because it brings many domes- 
tic and «social problems and duties con- 
nected with the preparations for the com- 
ing of winter. 

The housekeeping machinery must be 
set in order, the family wardrobe replen- 
ished and repaired, while certain distrac- 
tions and perplexities are inevitable with 
the renewing of school and social activi- 
ties. It is not strange, therefore, that there 
should be a tendency on the part, of mother 
to defer the resumption of music lessons 
if they have been neglected during the va- 
cation period. 

It is too late now to register a warning 
against this very common and _ to-be-re- 
gretted mistake. As we have frequently 
urged, the vacation period should be the 
harvest-time for music ‘study. But where 
the children have been away all summer 
and have been allowed to stop lessons, 
mother must not be disappointed if much 
of the work previously done seems lost 
and forgotten. She must meet this con- 
dition with patience and optimism, enlist- 
ing her full reserve of diplomatic and 
original resources to interest the children 
and overcome the discouragement they 
may feel because of lost skill and forgot- 
ten rudiments. 

The thing to do is to banish regrets and 
get the children back to their music as 
speedily as possible and under the most 
promising conditions. Happily young 
minds and little fingers are quick to re- 
spond to new efforts and very soon regain 
the mental and manual facility. 

The tuning of the piano, changing its 
position, a fresh group of pieces, new ex- 
ercise books and sometimes even a new 
teacher will be stimulants to arouse in- 
terest in the subject and start the child 
again on the road to musicianship. (Gen- 
erally, however, it is not a good policy to 
change teachers and methods.) 

The mother should not let the month 
pass into eternity without beginning the 
lessons. _With the ease and lure of me- 
chanical music’ and the fascinations and 
enticements of activities outside the home 
circle, no mother who wishes her children 
to have the valuable discipline and the 
beautiful companionship that are the re- 
wards of a musical education can afford 
to be negligent of her duty in this direc- 
tion. 


The “Comeback” 


S M., New York City: Indeed the adult 

* player. can “come back” and it is not 
foolish of you to consider a_ teaching 
career at your age. The fact that you 
had such excellent advantages in early 


It 


A Month of Adjustments 


identifies you as one in touch with the higher ideals of art and life. 


life provides the proper foundation upo 
which to rebuild, and your age should add 
only judgment and wisdom to your equip- 
ment for the pedagogical field. It is but | 
natural for you to experience some diffi- 
culty in memorizing and concentrating 
after the several years of neglect along 
these lines, and since these attributes 
flourish only by cultivation you will need 
patience in your efforts to regain your 
former ability. While you bring back your 
own skill on the keyboard and review your 
theory and harmony you should investi- 
gate one of the modern methods for be- 
ginners, making ‘a study of the graded 
material which is on the market now for 
music teaching. The following books will 
help you in your practice as well as aid 
you in your preparation to enter the teach- 
ing profession: “Mind Power In Music” 
and “Secret of Successful Practice,” both 
by E. Douglas Taylor; “Memorizing,” by 
Tilford and Marshall; “Psychology for the 
Music Teacher,” by Walter Swisher, and 
“The Why and How of Music Study,” 
by Charles H. Farnsworth. 

Mrs. F. W.,. Lexington, Mississippi: 
Your problems and questions are so similar 
to those of Mrs. S. M. of New York City 
that you are referred to the answer to her 
letter, appearing in this issue. 


A Natural Ability 


R. E. T. W., Baltimore, Maryland: 

To a certain degree sight-reading 

is a natural gift, like any other phase of 
musical ability. It is true that the better 
the ear the less effort one will make at 
sight reading. Your difficulty in reading 
comes, perhaps, from your “having a good 
ear.” Now, as in any other phase of 
music study, you will become a good sight-_ 
reader only by practice, and a great deal. 
of it. ' 
Get “Sight Reading,’ Edmunds & Sher-— 
man, and give it thorough study. Join a 
glee club, a well-organized chorus choir, — 
and, if possible, an oratorio society. By 
this means you will get plenty of practice — 
in sight reading. i 
Since you have had voice training and 
“have done very well in tone production” . 
you should not have any difficulty in get-— 
ting into these organizations. Do not be-— 
come discouraged over your failure to 
read at sight, so long as you are doing 
well otherwise with your vocal study. 
Remember, skill in sight-reading, especial- 
ly for the adult student, comes only with 
much practice. Make it your business. to— 
get that practice. No more delightful avo- 
cation may be pursued by a young man 
than the vocal art. It will give you poise, 
improve your diction, benefit your health, 
lead you into many pleasant associations 
and bring you joy throughout life. 


= 


Se 7 lk eee 
TOO 
Question AND JAANSWER DeparTMENT 


Conducted By ArtHur Dz GuicHARD 


ae 


NO QUESTIONS WILL BE 
ANSWERED IN “THEETUDE™ 
UNLESS ACCOMPANIED BY 
THE FULL NAME AND AD’ 


A Slur Tying Two Staccato Notes 
 Q. In this measure of a “Scherzo” by 


eet there occur two staccato notes 
| ‘tied! Is this possible? Are staccato 
notes ever tied?—Saypin, 8S. F., Georgia. 
| er me ij 

: Z 


A. (i) The slur over the two staccato B 
flats (having a rest between them) is evi- 
dently a mistake of the editor, printer, or 
proof reader, It is an impossibility because 
against common sense. If it were necessary 
‘to indicate a.sentence, all that would be re- 
quired would be one long slur beginning on 
the first treble note, F, and embracing the 
five notes ending on the second BG flat. But 
for the first B flat of a slur, an eighth-note 
to be followed by an eighth-note rest and to 
be marked staccato also is simply prepos- 
‘terous. The correct way to write the phrase 
js to make the slur end on the first B flat 
“marked staccato, even as its bass note. (ii) 
Yes, there is a species of staccato Which is 
joined by a slur to other staccato notes: 
‘but it does not indicate what is looked upon 
as a staccato; it merely indicates a_ short 
‘preak. Thus the staccato values are: 


’ 
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or % each. 


Various Questions 
'Q. (i) What is the meaning of ‘pp. con 
1g Ped??? 

(ii) In Mozart, I often find the ending of 
one slur and the beginning of another on the 
same ae as follows: 

Ex. 


What is the meanin oh such phrasing? Does it 
require @ lift of the hand? ; 
(tii) Does an accidental % or » effect only 
the note of the same line on which the sharp 
or flat is placed? Wor example, should the 
upper C of the following be Cz? 


4 Ex.2 


(iv) What is the meaning of the term 
“cédez”? The dictionary gives “decrease,” 
but Debussy follows it by “a tempo.” 

(v) Is there any rule by which one can 
tell when an appoggiatura is to be played 
on the beat and when ahead of it? 

(vi) When a piece is marked “tempo ru- 
bato” is it left to the player’s judgment as 
lo which notes are to be “robbed” of their 


value and the amount which is to be 
“robbed”? — i 
(vii) Cannot the terms “arpeggio’ and 


“broken chord’ be applied to one and the 
same thing with the same meaning?—C. J. L., 
Washington, 

A.‘(i) “Pp. son 2 Ped.’ directs the pas- 
sage to be played pianissimo, with two pedals 
‘(the soft and the damper pedals) pressed 
down. 
(ii) That phrasing means that the first 
beat of the second measure is the end of one 
‘short phrase and also the initial note of the 
next. The hand is not to be lifted; but, in- 
stead of making it a weak note, the finger 
should impart a firmer touch to it. 

(iii) An accidental = or 4 in a measure 
pplies to every note of the same name in 
that measure; therefore. the upper C must 
ulso be sharped. ; 
(iv) “Cédez” means “give way’; applied 
to music it is the same as “slargando.”” This 
is why Debussy follows it with “a tempo” in 
ones to resume the regular pace. 


(v) Yes. Appoggiatura (Italian appog- 
yiare, to lean upon) is an ornament upon 
which one leans strongly before attacking its 
ghbor, the principal note, upon which it 
ves. Formerly it was written witlr 
aller notes, while to-day it is printed with 
tes similar in size to the others forming 
e measure. The appoggiatura takes its 
time out or. the principal note following 
(usually one-half of that note’s time) and is 
fiven the chief accent. When the principal 
e is dotted, the appoggiatura takes two- 
rds of its time plus the accent. 

(yi) Tempo rubato is left entirely to the 
faste and judgment of the player who is sup- 
to have sufficient knowledge and musi- 
instinct to know and feel the trend of 
phrase and its logical interpretation— 


DRESS OF THE INQUIRER. 
ONLY INITIALS, OR PSBUDO* 
NYM GIVEN, WILL BE PUB‘ 
LISHED WITH QUE8TIONs 


playing now more quickly towards a climax, 
now more slowly going away from it. 

(vii) Arpegyio (Italian, arpa, a barp) 
“broken chord” are similar in 
in execution. 


and 
meaning and 


Should the Transposition of Voeal 


Musie be Encouraged? 


Q. Please tell me if the practice of trans- 
posing the written key of vocal compositions 
to adjust them to a singer or singers should 
be encouraged: when IT say “vocal? I include 
hymn tunes. I protest against it, because it 
is unjust to the composer and his composi- 
tion ; it distorts his message. Will you favor 
me with your opinion?—A. D. B., Savannah, 
Georgia. 

A. This question appears to be a very sim- 
ple one, easy to answer; whereas it is very 
complex, full of traps for the unwary who 
would reply superficially, hastily, without duly 
considering the many reasons and needs for 
transposition. 

You are quite right to protest against the 
transposition of a voeal composition into any 
key other than that in which it is written if 
the composer’s original idea is thereby dis- 
torted. So many songs and hymns which you 
also specify are general in their appeal both as 
to words and music; in vocal musi¢ the words 
are, or should be, the chief consideration, 
and a good composer would so interpret them 
by his music. The transposition of such com- 
positions into other keys for different voices 
is not only correct but advisable. Opera songs, 
written for particular voices, both as to range 
and texture, should be sung by the voices in- 


dicated by the composer; even so, if the artist: 


can produce a better effect (result) by trans- 
position, it is perfectly legitimate for him to 
do so rather than to destroy the ‘‘composer’s 
message’. by singing it too high or too low. 
It is granted that certain songs are composed 
for certain yoices, which alone should inter- 
pret them. It would be the height of folly, 
for instance, for an Angel’s Song, written for 
a light scprano, to be sung by a heavy bass. 
Another objection to the male voice singing 
a composition for the female voice and vice 
versa lies in the simple fact that there is a 
natural difference in pitch of an octave be- 
tween these two voices which causes a trans- 
position in harmony of the parts. In other 
words, the man’s voice, since it sings a wo- 
man’s melody an octave lower than it is writ- 
ten, requires that the melody written for the 
top line (soprano), or highest part of the com- 


position, be sung below many harmonies of 
the accompaniment, thereby producing nu- 


merous wrong progressions (consecutive per- 
feet fifths, octaves and so forth). 

Another species of transposition of the 
author’s key—and intentions!—is caused by 
the difference of pitch in the instrumental ac- 
companiments (eoncert, international, band, 
normal). The A to which the orchestra tunes 
has yaried from 421.87 to 455.5 vibrations. 
What then happened to the composer’s inten- 
tions? Or if the piano clance to be half-a- 
tone sharp or flat? This is by no means an 
unknown occurrence. 

A good artist with an excellent voice and a 
gift for intelligent interpretation should be 
allowed sufficient latitude to sing the song in 
the key that best suits his voice, provided 
both the words and music under consideration 
can be adequately interpreted by a person of 
his vocal and personal characteristics. 

It is in accordance with this rule that the 
songs of all the best composers are published 
in collections for both high and low voices. 


Part Writing in 
rected. 


Ts not the B on the fourth beat an 
alto note? 


Close Score Cor- 


Ex.1 


If so, should it not have the stem turned 
down and have no rest under it? Then, why 
is there a quarter-note rest in the space after 
the hote C, on the third beat ?—f. 8., Balti- 
more, Ohio, 


A. The quarter-note rest on the third beat 
should be written on the first space, because 
it belongs to the alto part. 


Ex. 2 


The E is intended for the alto and should 
have its stem turned down, without any rest 
under it. 
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Member National Assn. of Schools of Music. 


Catalog mailed free on application. 
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Associate Directors 
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Pusicians of the Ponth 
(Continued from page 658) 


9—Epwarp BuRLINGAME HILL, b. Cam- 
bridge, Massachusetts, 1872. Com- 
poser, music pedagogue and _ critic. 
His writings for stage, orchestra and 
piano are decidedly modern in style. 

10—NicoLA JOMMELLI (yom-mel’lee), b. 
Aversa, near Naples, Italy, 1714; d. 
Naples, August 25, 1774, Prominent 
member of a group of early composers 
who brought about great development 
in dramatic music. 

11—Kart Boum (bome), b. Berlin, Ger- 
many, 1844; d. there, April, 1920. A 
representative pianist and composer. 
Countless excellent salon and instruc- 
tive piano pieces and songs. 

12—THEODoR KuULLAK (kool’lak), b. Kro- 
toschin, Posen, 1818; d. Berlin, Ger- 
many, March 1, 1882. A distinguished 
teacher and writer of technical studies 
to develop artistic piano playing. 


_13—CLarA ScHUMANN, b. Leipzig, Ger- 
many, 1819; d. Frankfort, May 20, 
1896. Famous concert pianist, wife 


of Robert Schumann. 


14—Lurer CHERUBINI (keh-roo-bee’nee), 
b. Florence, Italy, 1760; d. Paris, 
France, March 15, 1842. A _ prolific 


composer. 
enormous list. 

15—Horatio WititrAmM Parker, b. Au- 
burndale, Massachusetts, 1863; d. 
Cedarhurst, New York, December 18, 
1919. Organist and teacher. Com- 
posed extensively and effectively for 
stage, orchestra, voice and organ. 

16—GIUSEPPE SAVERIO MERCADANTE (mer- 
kah-dahn'’tee), b. Altamura, Italy, 
1795; d. Naples, December 17, 1870. 
Composed operas and masses almost 
exclusive of other forms. Blind last 
decade of life. 

17—Cuar_es ToMLInson Grirres, b. El- 
mira, New York, 1884; d. New York 


City, April 8, 1920. An eminent 
teacher and composer. His works 
with modernistic tendencies are for 


orchestra, piano and voice. 

18—A.perto FRANCHETTI (fran-ket’tee), 
b. Turin, Italy, 1860. Eminent creator 
of much stage and orchestra music of 
superior quality. 

19—Francesco ScHira (shee’rah), bb. 
Malta, British Island, 1815; d. London, 
October 16, 1883. Professor of har- 
mony, conductor and dramatic com- 
poser of high repute. 

20—ILpDEBRANDO PizzETtTI (pid-zet ’tee), b. 
Parma, Italy, 1880. Writer, com- 


How to Acquire Registration 


His works comprise an 


poser of ‘the purest individuality and 
innovator in dramatic form. 
21—Francis Hopkinson, b. Philadelphia 
Pennsylvania, 1737; d. there May 
1791. Lawyer, signer of the Declara 
tion of Independence and ama 
musician. Considered the first natiy 
composer of secular songs. 


22—HENRY THEOPHILUS FINck, b. Bethel 
Missouri, 1854; d.. Rumford, Mai 
October 1, 1926. Music Critic and 


sayist of influence. Author of much 

important literature. 

23—WatterR A. Kramer, b. New York 
City, 1890. Violinist, writer and com 
poser for orchestra, violin and voice 
Member of the younger school — 
composers. 

24—JoHANN Perrer-KeELiner, b. Grife 
rode, Thuringia, 1705; d. there 1788. 
Cantor, composer and writer. Th 
world owes the preservation of som 
of Bach’s works to copies made by 
Kellner. 

25—Kar_ Kiinpworrn (klint-vort), b. 
Hanover, Germany, 1830; d. Stolpe, 
July 27, 1916. | Teacher and 7 
Many editions of the master compos 
er’s writings. 

26—HERMANN Rirrer b. Wismar, Meck- 
lenburg, 1849; d. Wiirzbure, Germany, 
January, 1926, Court musician and 
performer on the “viola alta,” an in- 
strument of his own invention. His 
research into history of musical instru- 
ments resulted in several volumes " 
the subject. 

27—Cyrmu. Scorr, b. Oxton, Cheshirel 
England, 1879. Composer, pianist and 
poet. One of the leading contempo: 
raries of modern classic music marked 
by independent expression. i 

28—Franz Drora (dard-la), b. Saar, Aus- 
tria, 1868; Eminent violinist and con- 
ductor. xIs6 a composer of pleasing 
and worthy violin and piano pieces. | r 

29—Enrico BrviGNAnt (bay-ven-yah’nee), 
b. Naples, Italy, 1841; d. there in 1903. 
An operatic composer and conductor. 
Among operas he directed the first 
performance in America of Verdi’ s 
“Aida” (June, 1876). J 
ania, Nowain 1840; a Copenh geal 
Denmark, June 14, 1911. A widely- 
appreciated composer of orchestral and 
chamber music and choral works. 


(Continued from page 681) 


the Stopped Diapason and Salicional on the 
Swell (with Swell coupled to Pedal). Fol- 
low out the same process on the Great 
manual, using the Doppel Flue 8’, as the 
basic solo. 

Next try out all the Diapasons 8’ and 16’ 
on all manuals, alone and coupled; add 
flutes to Diapasons; next add Strings to 
Diapasons, then the Reeds to Diapasons. 
You will soon become acquainted with 
the tonal effects. The names of all stops 
and the family to which they belong can 
be learned from any one of several fine 
books. Sir John Stainer’s Organ Primer 
is a good book. Do you understand the 


“There is perhaps no branch of pianistic art so absorbing and demand- 
mg such a high standard of musicianship as that of accompanying. Its 
recogmition by the world at large is of comparatively recent date. 
accompaniments to songs, even those of the more popular type, have grown 
im general interest, so the status of the accompanist has developed from 
that of a humble valet to the singer into that of a trusted secretary—one 
who advises, prompts, suggests and codperates.”’—THropnu. WENDT. 


scheme? It is a very thorough way to 
master the qualities of various stops. 
Next select some piece of organ musiel 
that is well marked as to registration and 
follow out the composer’s ideas carefully. 
For instance, use Homer Bartlett’s “Medi- 
tation Serieuse,” a most carefully regis- 
tered piece, and you will learn much. 
There is more to ‘Registration than can be 
told in an article of this length; but, if 
one will follow out the plan here indicated, 
I think the results will more than meet 
the expectations of any one who is sin- 
cerely-in earnest. 


As the 


¥ ty 


i J 


. What is the leading-tone 
| B-flat minor ? 


| character in an opera? 


and why was it so named? 


7. Identify the following theme: 


PP 
8. What tone of any key is flatted, to produce the next regular 


ey by flats? 


9. What is the origin of Handel’s Largo? 
10. By whom and when was The Star Spangled Banner written? 


TURN TO PAGE 705 AND CHECK UP YOUR ANSWERS. 


Save these questions and answers as they appearin each issue of Taz Erupr Music Macaznz month 
after month, and you will have fine entertainment material whe. you are host to a group of music loving 
Teachers can make a scrap book of them for the Leneat of early pupils or others who sit by the 


friends. 
reception room reading table. 


(Can ou ‘ell! 


2. What operatic composer has been, 


3. What does the lower figure of a 

4. When was the first music printed in America? 
5. Spell the augmented-sixth chord in the key of G minor. 
6. Who wrote the piano piece known as Weber’s 


(seventh tone) of the key of 
himself, the leading 


time-signature indicate ? 


Last Waltz, 


Che “Illuminated” Program 


By H. EpMonp ELVERSON 


WuHeENn those artist-monks of the Middle 
Ages prepared the missals for their altars, 
they devoted the best of their talents to 
the “illuminating” (ornamentation) of the 
pages of parchment on which these ser- 
vices were transcribed in hand-lettering 
that, for clearness and neatness, vies with 
the best of modern engraving. And they 


did this with such an instinct for beauty 


that today single surviving pages of their 
work command a fabulous price. 

Time is not so long ago when a musical 
recital was a prim function at which prim 
people listened with prim pleasure, to a 
prim program. A word from the stage 
would have been little less than sacrilege. 
For the artist to deign to address his audi- 
ence would have dissipated that atmos- 
phere of “sanctity which hedges round a 
king.” 


NORTH PARK COLLEGE 
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A)l b‘anches ¢f music. 3 Yr. Public Scho: 1 Music 


e ourse. 8 acme cam: on Chicago’s North s.de. 
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Write fr free bulletin and book of views. 
School of Music North Park College 
Dept. E, Foster & Kedzie Ave., Chicago, Ill. 
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When you write to our advertisers always mention THE ETUDE. 


But times have changed and, with them, 
both the people and their customs. Re- 
citals have lost much of that former gloom 
of an austere religious function. 

About them, all is now lightness, bright- 

ness and allure. 
_Much of,this change has been wrought 
through the introduction of the “lecture 
recital” idea, in which, by a few well 
chosen words, the audience is initiated into 
the spirit of the music to be heard—which 
words may range from a literary gem to 
the near “monkey shines” of a De Pach- 
mann. 

To assist some of our readers who may 
not have easy access to information that 
may be introduced at such recitals, we are 
presenting our New Etude Gallery of 
Musical Celebrities, which will be found 
on another page of this issue. 
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WNusical Idealism in the United States 


(Continued from page 652) | 


We may take as the fourth manifesta- 
tion of musical idealism in the United 
States the amazing work done in music by 
the so-called settlement schools. The set- 
tlement’ schools are established in the 
more congested portions of the city, where 
the young pupils have limited means and 
opportunities. Philadelphia possesses a 
magnificent music settlement school, with 
the equipment and building of a high-class 
modern conservatory and several hundred 
pupils doing work of a very high order. 

In New York fourteen Settlement 
Houses conduct work in music as a part 
of their regular sociological activities. 
Among these are six organized music pro- 
jects...Some of these schools have orches- 
tras of from twenty to forty-seven mem- 
bers, giving regular concerts which have 
been highly inspirational. For music les- 
sons the pupil pays on an average of half 
the actual cost of tuition fees and main- 
tenance, Literally, thousands of students, 
who otherwise would be deprived of music, 
have been taught by these schools in the 
United States. The report of the New 
York schools alone is a document of sixty- 
five pages. This movement represents a 
beautiful spirit of idealism. It would be 
impossible, without the volunteer efforts 
of scores of trained workers, who have 
nothing to gain but the gratification of 
having worked in a lofty idealistic under- 
taking for the good of mankind. 


Music and the American Man 


HE FIFTH manifestation of idealism 

is discoverable in the tendency of 
great numbers of American men, in the 
ranks of workers and also leaders in the 
professions and industries, to make music 
study and the regular performance of an 
instrument a part of their lives. Music 
to them is not an alien thing, but a vital 
part of existence. It has been found that 
music and industry are not incompatible 
things, but of enormous mutual value. 
The stimulating, exalting, reconstructive 
value of music has been. the reason why 
American men and women have gladly 
given upward of one hundred million dol- 
lars to foundations for the promotion of 
music. Please remember that this is the 
free will offering of men and women who 
have grasped the immense idealistic, artis- 
tic, and sociological importance of music. 
The munificent provisions made for opera 
houses, musical education and orchestras, 
by the European governments, do not ex- 
ist in America; although, through our 
public school system, enormous sums are 
now being paid for music study of a mass 


type. 
American music lovers have already pro- 
duced fine results. The taste for good 
music has developed beyond imagination. 


The magnificent benefactions of 


This is clearly shown by the musical pro- q 


grams heard in movie or cinema theaters. — 


In scores of these, there are continually- 


maintained orchestras ranging from fifty — é 


to one hundred musicians; and it frequent- 
ly happens that some great symphony 
movement or overture is played four times 


a day. There are said to be twenty thou- (4 


sand motion picture theaters in America. 
At least ten thousand of these are equipped 


with large organs; and many of these or- 


gans are very fine, indeed. Notwithstand- 


ing the sound pictures or talking pictures, — 


great orchestras are still being maintained; 
and the gigantic theaters now going up in 
America all have provisions for large or- 
chestras and fine organs. The demand for 
the best music is insatiable. 
More than all other factors is a new 
sense of poetic beauty manifesting itself 
in the lives of our common people. The 


long lines of music-hungry people which — 


wait outside the doors of our symphony 
halls—standing for hours for a few min- 


utes in musical paradise—need no com- 


ment. Paul Verlaine -has voiced their 
hearts’ desires in his lovely lines: 
“Music always and music still 
Let your verse be the wandering thing 
That flutters in the light from a soul 
on the wing = 
Towards other skies at a new whim’s 
will.” 
We, of the United States, because of the 
fact that we are widely travelled, like, to 


think that we are keenly awake to our 


shortcomings, one of which is, of course, 


our anxiety to tell others of our accom- 


plishments. It is, therefore, with some 
misgivings that I have presented these 
facts. 
misconstrued or thought over-pretentious. 
To understand what musical idealism in 
America really means would demand many 
years of residence’ and study in America. 
May I hope that we who love music in my 
country may have the pleasure of welcom- 
ing many of you to the United States and 
of affording you an opportunity to under- 
stand why we are proud of the evidences 
of our idealism in the pursuit of the most 
thrilling and ennobling of the arts. Our 
overseas heritages, our common idealism, 
our fine spirit of brotherhood with our 
friends in Great Britain, as well as those 
of all other distant lands, make music one 
of the inseparable bonds between the Old 
World and the New. 


Taster Lesson: (hopin Etude, Op. 25, No. 2 
(Continued from page 687) 


Certain of the rhythms indicated for the 
right hand may also be applied here, as: 


When once the difficulties have been 
overcome, what remains still to be done? 
The Etude must be played musically. 
There must be great delicacy of expres- 
sion. Each part must be musical, with a 
natural, smooth flow. The combination of 
the two rhythms in this Etude is usually 
not made clear. The left hand is the im- 
portant factor. It must be light; it must 
be legato. Yet on it depend both harmony 
and rhythm. 

In these rapid passages the pedal must 
be changed often. It is difficult to control 


the pedal properly. One must listen with 
unrelaxed attention, and make sure that 
clearness is not sacrificed. 

Let me repeat that the student must 
first be master of all the technical difficul- 
ties of thee Etude. Then and only then 
can he “play” it, and devote himself to 
the detailed study of the pedaling. 


SELF-TEST QUESTIONS ON 
M. PHILIPP’S’ ARTICLE 
1. What evidence is there that Chopin 
was not influenced by Lisst? 
2. To what does Huneker 
Chopin’s Etude, Opus 25, No. 2? 
3. On what phase of technic did Chopin 
lay particular stress? 
4. What were Chopin's instructions as to 
playing rubato? ; 
5. What types of variations may be prac- 
ticed in Chopin’s Etude in F minor? 


compare 


Let me hope that they may not be — 
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G@HE DAUSICAL HOME READING GABLE 
| Anything and Everything, as long ds it is 
Instructive and Interesting 
Conducted by 


A. S. GARBETT 


George Bernard Shaw 


In a collection of essays “On Music’s 
Border,’ Sir Richard Terry quotes a letter 
from George Bernard Shaw to Dame Ethel 
Smyth in which he characteristically ex- 
presses his views on women composers. 

“Dear Dame Ethel,” writes Shaw, 
“Thank you for bullying me into going to 
hear that Mass. The originality and beauty 
of the voice parts are as striking to-day as 
they were thirty years ago, and the rest will 
stand up in the biggest company. Magnif- 
cent! 

“You are totally and diametrically wrong 
in imagining that you suffered from a 
prejudice against feminine music. On the 
contrary, you have been almost extinguished 
by the dread of masculine music. It was 
your music that cured me forever of the 
old delusion that women could not do men’s 
work in art and other things (it was years 
ago, when I knew nothing about you, and 
heard an overture—The Il’ reckers or some- 
thing—in which you kicked a big orchestra 


on Women (omposers 


round the platform). But for you I might 
not have been able to tackle Saint Joan. 
who has floored every previous playwright. 
Your music is more masculine than Handel. 

“When have the critics and the public 
ever objected to feminine music? Did they 
object to Sullivan, whose music was music 
in petticoats from the first bar to the last. 
Can youu name a more ladylike composer 
than the beloved and much imitated Men- 
delssohn? Does the very jolly sugar-stick 
called A German Requiem take you in 
because Brahms dabbed a little black on it 
and wrapped it up in crape? 

“You scorned sugar and sentimentality ; 
and you were exuberantly ferocious. You 
booted contemptuously out of your way 
as an old woman. And now you say we 
shrank from you because you were ‘only 
a woman’. 

“Good God! 

“Yours, dear big brother, 
“Bernard Shaw.” 


Huge (horuses 


Are choruses, like so many other things 
these days, getting too big? In “How 
to Listen to Music,” H. E. Krehbiel dis- 
cusses the matter: 

“In size mixed choirs ordinarily range 
from forty voices to five hundred. It were 
well if it were understood by choristers as 
well as the public that numbers merely 
are not a sign of merit in a singing society. 
So the concert-room be not too large, a 
choir of sixty well-trained voices is large 
enough to perform almost everything in 
choral literature with good effect, and the 
majority of the best compositions will 
sound better under such circumstances than 
in large rooms with large choirs.... 

“There is music, it is true, like much of 
Handel’s, the impressiveness of which is 
greatly enhanced by masses, but it is not 
extensive enough to justify the sacrifice of 
correctness and finish in the performance, 
to justify mere volume. 

“The use of large choirs has had the 


he Penury 


“RamMEAU was tall and unusually thin, 
attenuated even; an unkind description 
compared him to an organ pipe, with legs 
like flutes,’ Mary Hargrave tells us in The 
Earlier French Musicians. “His features 
were large and strongly marked, with pierc- 
ing black eyes....He loved to take solitary 
walks and his tall spare figure was a 
familiar object striding along by the 
Tuileries or out in the country.” 

We are further told that “his enemies 
declared he had no heart; that he was in- 
capable of affection. Diderot said Ra- 
meau’s wife and daughter might die but he 
would not care, provided that the passing 
bell tolled in,tune; further, he was mean, 
avaricious, pitiless toward creditors. Ava- 
ricious, Rameau probably was. At the time 
of his death his house was very poorly 
furnished and he and his wife were wretch- 


you write to onr advertisers always mention THE ETUDE. It 


.in music. 


effect of developing the skilfulness of 
amateur singers in an astonishing degree, 
but there is, nevertheless, a point where 
weightiness of tone becomes an obstacle to 
finished execution. When Mozart remod- 
eled Handel’s ‘Messiah’ he was careful to 
indicate that the florid passages (divisions, 
they used to be called in England) should 
be sung by the solo voices alone; but now- 
adays choirs of five hundred voices attack 
such choruses as For Unto Us a Child is 
Born without the slightest hesitation, even 
if they sometimes make a mournful mess 
of the ‘divisions.’ ” 

If experience as a music critic goes for 
anything, huge choirs in America are usu- 
ally ill-balanced, the women vastly pre- 
ponderating over the men, Choirs, like 
chains, are no stronger than the weakest 
part, and some day choirs will be built in 
proportion to the smallest group of effec- 
tive singers, usually the tenors. 


of Rameau 


edly dressed. Yet large sums were found 
in the drawers of his writing table.” 

Rameau’s love of solitude may have been 
due to shyness. “He was really too shy 
to make many friends or enjoy great popu- 
larity and always hid at the back of his 
box at the Opera. Once after a successful 
performance of one of his works at Fon- 
tainebleau he was found hiding in a remote 
and disused apartment. He said that ap- 
plause embarrassed him; he did not know 
how to receive it. Shy, proud, reserved, 
frugal, simple, harsh—these are not char- 
acteristics which appeal to the great world. 

“In reality Rameau’s whole soul centred 
All else’ mattered little. As 
Piron said of him: ‘All his mind and all 
his soul were in his harpsichord, and when 
he had closed that, the house was empty— 
there was no cne at home.’” 
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¥ ¢w Publisher's Monthly Letter. 7% 
MUL A Bulletin of Interest for All Music Lovers — C= 34 . f ie ss 


Bona Finz BarGarins IN New 
AND Recent Music 
PuBLICATIONS 


On other pages in this issue, the Theo- 
dore Presser Co. advertises its annual 
September Offers. Thousands of progress- 
ive music teachers and active music work- 
ers on this continent eagerly await these 
money-saving offers each year. This year’s 
offers include all of the excellent and in- 
teresting publications in album or book 
form issued by the Theodore Presser Co. 
during the past twelve months. They also 
include a number of advance of publica- 
tion offers to be issued. Practically all of 
these works now offered in advance of 
publication will be printed and delivered 
within the next six months. Some are 
sure to appear within the next month or 
two. 

Among the advance of publication of- 
fers are five brand new p~blication offers. 
These new publications cover such a va- 
riety of musical needs that we are an- 
ticipating a record-breaking number of 
advance of publication orders to be re- 
corded this month. 

The host of regular followers of our 
advance of publication offers well know 
the excellent values obtained through 
placing orders for works in advance of 
publication at the low advance of publi- 
cation cash prices and any who make 
their first advance of publication order 
from works announced in the September 
Offers this year will be delighted over the 
prices enjoyed. 


A SsRVICE THAT AIDS THE 
Music Buyer AND AN 
UNPARALLELED STOCK 
OF PUBLICATIONS 


In a period witnessing the transforma- 
tion, absorption or elimination of many 
once important branches of industry, it is 
noteworthy that the universal interest in 
music in its various forms is as keen as 
ever and that as a consequence the music 
publishing and selling industry is strong 
and progressive. Nevertheless, there are 
but a few places where music teachers and 
music lovers can depend upon finding 
everything they need. 

Keeping a stock of music and music 
books complete and up-to-date is no small 
undertaking. It is an endless story of re- 
placing standard items as well as those 
that are seldom asked for—many such 
doomed to remain on the shelves for years, 
perhaps forever. Almost any dealer can 
supply the popular nuubers in vogue for 
the short time most such productions live; 
few dealers can afford te stock more than 
the standard favorites known to all. It 
is largely because the Presser house is 
continually re-investing in the things that 
few people want that it is always able to 
give the most complete service and is 
ready to meet unusual demands. 

The Presser service is unique, outstand- 
ing and dependable. Presser e»ployees 
are trained to anticipate and: understand 
each customer’s wants and to give prompt 
and correct attention to every order. A 
leading business position is won and 
maintained by one thing—SERVICE. 


CHANGE OF ADDRESS 


Those who have had Tue Erupr follow 
them to their summer addresses _ will 
please advise change to winter address 
promptly, invariably giving us both the 
old and new addresses when requesting 
changes. 


A PRIZE FOR 
100% ETUDE SUBSCRIBER CLASS 


| HE Erupve Music Macazinr desires to receive reports from its 


the lesson. 
subscriber classes. 


substantial progress. 
class are interesting, if short. 


than January Ist, 1930. 
petition. 


Teacher readers who make it a practice to have every member ot 
| their classes regular Erupr subscribers. 

| Therefore we hereby offer a prize consisting of autographed copies 
| of the collected books of the Editor to be awarded to the teacher writing 
the best 300 to 400 word letter relating to her “100% Erupr Subscriber 
Class,” accompanied by a photograph of the class. 

The autographed editions include “Great Pianists on the Art of 
Pianoforte Playing,” “Great Men and Famous Musicians,” “The Standard 
History of Music,” “Music Masters Old and New,” “Italian Lakes.” suite 
for Pianoforte and “Young Folk’s Picture. History.” 

Scores of our teacher friends have written us that they insist upon 
every pupil becoming an ETUDE subscriber because they have found 
that the ETUDE supplies those sources of information and materials 
relating to music study which the teacher alone can not hope to supply in 
We want to know about the success of these 100%, ETUDE 
Pupils who have the advantage of regular ETUDE 
subscription almost invariably have been found to make more rapid and 
Anecdotes of the individual accomplishments of the 


Retail value $10.00. 


The letters must be received at the office of THE ETUDE not later 
Address, 100% ETUDE Subscriber Classes Com- 


A New ConveNIgENCE FOR Mali 
Orper PURCHASERS 


The United States Government, in reduc- 
ing the size of our currency, has conferred 
a real boon upon many mail order pur- 
chasers who do not employ bank checks. 
The beautiful new bills fit easily into an 
ordinary 6 x 3% envelope without fold- 
ing. Just think how simple this makes 
the whole process. Just slip in the right 
bill and send it along with your cash or- 
der when not convenient to use a check 
or money order. It is recommended when 
sending cash through the mails that it be 
in the form of a registered letter. 


Macazine Buyers, ATTENTION! 


Tue Erupe Music Macazine is pleased 
to announce an arrangement where music 
lovers can purchase Tue Erupr combined 
with other high class publications at a 
substantial cash saving. 

You will wish to renew your subscription 
for Tur Erupe and you will also want one 
or two other high class magazines to com- 
plete your supply of winter reading. Note 
the attractive list on another page in this 
issue of publications combined with Tue 
Erupe. If your present subscription to 
any magazine has not yet expired, your 
renewal can be used to extend the sub- 
scription from the present expiration 
date. 

We cannot guarantee the quoted prices 
for any length of time, so that taking ad- 
vantage of any combination of magazines 
at this time may mean money in your 
pocket and a decided saving were you to 
order Tur Erupe now and some other 
publication later. 

If you decide to subscribe to Tur Erupe 
and also another magazine not listed by 
us in the advertisement, write to the Sub- 


Fire is the Gest of Gold; Adversity of Strong Jxten. 


scription Department, Tur Erupe Music 


MacGazine and we will be glad to quote 
price. We are quite sure we can save you 
money on any combination of publications 
which you may care to make. 


Heprut LirerATuRE THAT May 
Br OBTAINED FOR THE ASKING 


For a number of years past piano teach- 
ers, young and old, beginners and experi- 
enced, have found many valuable and 
helpful suggestions in the little brochure 
published by the THEODORE PRESSER. 
CO. entitled “Guide to New Teachers on 
Teaching the Piano.” No doubt they will 
be interested in learning that there is now 
in preparation a new and up-to-date edi- 
tion of this booklet. Copies may be ob- 
tained by sending a post card request. 
Violin teachers, desiring similar assist- 
ance, should send for “Guide to New 
Teachers on Teaching the Violin,” which 
also may be obtained free. Catalogs of any 
classification in music will be cheerfully 
sent to those interested. 


BEWARE OF SWINDLERS 


There are thousands of good men and 
women taking subscriptions for magazines 
aS a means of gaining a livelihood. It 
is amazing how many really clever people 
who could earn an honest living in this 
way, stoop to questionable practices. 
Therefore, we wish to caution our musical 
friends against paying any ' money _ to 
strangers unless they are convinced of the 
reliability of the canvasser or are willing 
to take a risk. Our representatives carry 
the official receipt of the Theodore Presser 
Co., publishers of Tur Erupe Music 
Macazine. Demand this before paying 
any money. Read any contract offered 
you before paying out cash. We cannot 
be responsible for the work of swindlers. 


—Seneca 


ADVERTISEMDNT 


|. Se ee ee ee 
New Music 


x 


This month thousands of teacher ‘sub- \e 


scribers for our “New Music On Sale” 
will receive their first lot for this season. 
We expect to have sufficient material to 
provide one package for each month of 
the school year. 
exceed a dozen copies. 
and_ interesting music selected from 
hundreds of manuscripts with sincere re- 
gard for the needs and tastes of teachers, 
players and singers. 

These small batches of fresh material 
are a most welcome boon to teachers and 
active music workers and they do not hesi- 
tate to say so. Then, of course, the New 
Music, like other On Sale music received 
from us, is returnable if not used and no 


The assortments seldom — 
They contain new. 


; 


one is required te pay for what is kept — 


until the end of the teaching season. 

New sheet music may be had for piano, 
voice, organ or violin. A post card re- 
quest for any one, or any combination, of 
these classifications to be sent as “New 
Musie On Sale” will start the packages 
going to any responsible patron. Those 
interested in choir music, or any of the 
various octavo classifications, will be 
similarly accommodated. 


ENTERTAINMENT MATERIAL FOR 
THE Fatt SEASON 


With the advent of cooler weather when 
indoor amusements take the place of Sum- 
mertime diversions, the thoughts of the 
active spirits who usually provide these 
pleasures for their communities turn to the 
selection of new and sparkling entertain- 
ment material. Leaders of amateur dram- 
atic societies, church social organizations 
and those desiring to raise additional funds 
for various purposes, as well as school 
teachers and music supervisors, at this 
season begin-to plan for Fall and Winter 
entertainments. ‘ 

There is a fascination in the preparation 
and presentation of a stage production that 
appeals to young and old, to the per- 
formers and those who comprise the aus 
dience. Musical plays such as Betty Lou, 
The Crimson Byebrows, The Pennant, 
Barbarossa of .Barbary and Hearts and 
Blossoms well merit the attention of 
trained amateur organizations. Folderol 
and Miss Polly’s Patchwork Quilt may ap- 
peal to the newly organized group or to 
those with limited talent from which to 
draw, while The Lost Locket, 4A Rose 
Dream, Rainbow's End and Pandora are 
favorites with the younger generation. Mu- 
sical plays for groups of girls and young 
ladies, such as The Ghosts of Hilo, The 


Castaways and Mother Goose Fantasy are 


invariably pleasing, and what a veritable 
riot of fun a crowd of young men can 
have with the musical burlesques, Cleo- 
patra and Romeo and Juliet. A little book- 
let called Bright Entertaining Musical 
Plays and Comedies describing these and 
many other musical entertainments will be 
sent free upon request. Individuals who 
entertain with musical readings or recita- 
tions will find many interesting numbers 
listed and described in the folder Pianologs 
and Musical Re-itations. Send a post card 
for your copy, today. 

Any of the entertainment material here 
mentioned, or in our stock, may be had for 
examination by responsible individuals. 
The THEODORE PRESSER CO. carries 
in stock, not only their own popular enter- 
tainment material, but musical comedies, 
operettas and cantatas from the® éatalogs 
of all the leading American publishers. You 
will find the THEODORE PRESSER CO. 
service in this line a real convenience and 
an economy. ; ‘ 
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BONA FIDE BARGAINS 
FOR SEPTEMBER ONLY 


| ae Annual Fall Bargain Offers 


Final Introductory Offers on Recent Meritorious Music Publications | 


There is no limit to the number of offers of which you may take advantage but only one of each offer may be ALL INTRODUCTORY PRICES 
ordered. Prices are for cash with order. 
be allowed on works purchased at these special low prices. Order by Offer Number. 


We pay transportation. 


It is obvious that no returns or exchanges can 


WITHDRAWN OCT. 1ST, 1929 


HAPPY DAYS IN MUSIC PLAY 
(Price, $1.25) 


: Offer No. 1—Introductory Cash Price, 75c. 


IS is a brilliant new book which, as the sequel to ‘Music Play 
‘or Every Day,’’ completes a wonderful and attractive course that 
the young child genuine pleasure in the first two grades of 
jano study. Thos ano know and have used “Music Play for 
Bvery Day” will be glad to obtain this book which keeps up the 
igh plane of interest and the irresistible attraction to piano study 
ted by the delightful and distinctive features in ‘‘Music Play 
‘Every Day.’’ Those who do not know either of these books 
Most certainly should see both. An opportunity is here presented 
to procure a copy of “Happy Days in Music Play’? at a low final 
introductory price. 
b “Happy Days’ is pedagogically sound, and while making one of 
the early stages of music study exceedingly attractive, it provides a 
ipod foundation for the technical tasks of later study. Its splendid 
y features are too numerous to enumerate here, but among them 
are its simple, novel method of teaching the scales in all the keys, 
the fascinating and fanciful pictures accompanying the pieces, nu- 
merous illustrations and portraits of great musicians as well as of 
gréat statesmen, scientists, authors, business men, and» others, who 
are an inspiration to the young student in that they likewise had 
musical instruction in childhood and in their busy lives are very 
thankful for the accomplishments and understanding they possess in 
this great art. : 


CC ): 


TUNEFUL TASKS 


( Twenty Little Tunes in Etude Form 
; for First Year Piano Students 
By John Thompson (Price, 75 cents) 


Offer No. 2—Introductory Cash Price, 40c. 


JOHN THOMPSON, well known for his immensely successful 
JNormals on elementary piano education, has produced in this work 
material that is very agreeable to the student undertaking the little 
tasks of mastering elementary technic. Altogether, this admirable 
group of studies forms an impressive little book which the first year 
pianist will take a pride in mastering. , 
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LITTLE STUDY PIECES IN THE 
: CLASSIC FORMS 


; 


: For the Pianoforte 
By Fanny Reed Hammond (Price, 90 cents) 
Offer No. 3—Introductory Cash Price, 50c. 


‘HE teacher who realizes the wisdom of inculcating in pupils a 
taste for the classics at the earliest possible opportunity is certain 
to introduce this book to many pipils, The pieces begin in the 
early second grade and each delightfully serves to demonstrate to 
the pupil in a very simple manner something of the various forms 
of composition of which we read in tracing the early forms of 
music. Just imagine how interesting this book proves to the student 
who, through the explanations accompanying each piece and through 

ie style of the little piece itself, obtains a knowledge of classic 
Rusic of the romantic past and, at the same time, accomplishes 
something in the earlier phases of technic. 
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PRISCILLA’S WEEK 


eet Rae Bee terstic Pieces for ‘the Pianoforte 
By Mathilde Bilbro (Price, 75 cents) 


Offer No. 4—Introductory Cash Price, 40c. 


WE nies well be satisfied with the introduction already given 
m this little book since it leaped into immediate favor, but, 
adhering to our policy of offering at this time a final introductory 
offer upon our book publications of the last twelve months, we 
present teachers the opportunity of securing a copy of this clever set 
of pieces in book form at a special low price. Pupils respond very 
quickly to these charming little first grade pieces with their quaint 
little illustrations. The text and illustration to each piece serve to relate 
how Priscilla puts in the day and enhances, as it were, the delightful, 
characteristic aspect of the piece. 


¢ 


SECOND YEAR AT THE PIANO 
By John M. Williams (Price, $1.00) 
Offer No. 5—Introductory Cash Price, 80c. 


SECOND YEAR AT THE PIANO” is designed to follow *‘First 

0 Year at the Piano’ by the same author. It furnishes a wealth 

material which serves to make the lessons at this stage of study 

ery attractive to the pupil. In fact, the author has adhered to the 
n of substituting for the usual studies attractive compositions which 

nplify various phases of technic. This is a book that has been 

em ever since many teachers achieved such excellent success 
h “First Year at the Piano.’* 


» 


= Send All Orders to THEODORE PRESSER CO. 


THIS PAGE PRESENTS PIANO TEACHING WORKS—PIANO ALBUMS AND VIOLIN EDUCATIONAL WORKS 


TUNES FOR LITTLE FOLKS 


For the Pianoforte 
By M. L. Preston (Price, 60 cents) 


Offer No. 6—Introductory Cash Price, 40c. 


N these “‘Tunes for Little Folks,’ there is provided just about the 

finest possible supplementary material te any beginners’ course 
or instruction book. With this book side by side with the instructor, 
the teacher can give the young pupil little melodies to play almost 
from the very beginning. The pieces progress nicely on through the 
five finger position, developing musicianship by degrees and caring 
for each hand equally. Most of these little tunes have texts which 
add to the appeal to the juvenile. There is no doubt but that this 
book is destined for a long life as a popular adjunct in elementary 
piano work. 
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ON OUR STREET 


Twelve Piano Pieces for the Beginner 
By Allene K. Bixby (Price, 75 cents) 


Offer No. 7—Introductory Cash Price, 40c. 


LONG after the little student has covered the first rudiments and 
has gained a little familiarity with the keyboard comes a time 
when the teacher should iron out a few of the faulty things in the 
position of the hands and fingers. This remarkable little book offers 
the finest kind of material to aid the teacher in this important work. 
It presents twelve piano pieces for the beginner which virtually are 
little exercises dressed up with melodies and characteristics appealing 
to the young mind. In the majority of cases, there is a little exercise 
accompanied by an explanation of what it seeks to achieve, followed 
by a tuneful little piece which demonstrates the exercise most attrac- 
tively. The opportunity to delight the little student further with 
illustrations has been taken in the cover design and the drawings 
accompanying each little piece. 


(ET a See eee sy JY 
STUDIES IN MUSICIANSHIP 


Selected Studies for the Pianoforte 
By Stephen Heller 


Edited by Isidor Philipp 

Book 1—Offer No. 8 Book 2—Offer No. 9 

Book 3—Offer No. 10 Book 4—Offer No. 11 
Introductory Cash Price, 75c. Each 


Be well informed piano teacher knows the value to the piano 
student of the Heller studies in the development of musicianship. 
Stephen Heller had the rare gift of writing study material which 
possessed charm and grace, together with practical educational values. 
While his opuses 45, 46 and 47 are the best known because they have 
been widely used, Heller had numerous other works. In fact, because 
his writings were so voluminous, many wonderful educational gems 
have remained hidden from the average teacher and student. These 
volumes serve to present the very best of all Heller's studies, 
arranged, annotated and edited in a masterly manner by Monsieur 
Philipp, world-known as a great pedagog and the famous professor 
of the Paris Conservatoire, he is the foremost living pupil of Stephen 
Heller. 

Teachers who want to develop accomplished students of whom they 
will be privileged to be proud should include in their courses of 
instruction a journey through these books. The first volume may be 
taken up in grade three, volume two comes along about the fourth 
grade, volume three in the fifth grade and volume four will occupy 
pupils who are in the sixth grade or beyond. 


CS 
WHAT EVERY PIANO PUPIL 


SHOULD KNOW 
- A Manual for Piano Students 
By Clarence G. Hamilton (Price, $2.00) 


Offer No. 12—Introductory Cash Price, $1.30 


N the course of time as this book becomes known and it is used 

more by teachers everywhere, there will be thousands of piano 
students inspired to a greater earnestness in their work through the 
many interesting things and the definitely helpful knowledge imparted 
in the pages of this book. Its author is a professor of music at 
Wellesley College and is well known through other excellent works 
of which he is author, as well as for the high position which he 
holds in the educational fields of music and his editorship of The 
Teachers’ Round Table in ‘““The Etude Music Magazine.’’ Of course, 
it is not a book for the little child beginner, but it will guide, help 
and inspire others taking up the study of piano whether they are 
beginners or students just awakening to the fact that the piano is 
worthy of more serious study than they have given it. This book is 
cloth bound in the usual literature book form. 


¢ 


D 
BOY’S OWN BOOK OF PIANO PIECES 
(Price, 75 cents) 
Offer No. 13—Introductory Cash Price, 50c. 


je certainly has been wonderful to note how teacher after teacher 
has reordered this book, quickly exhausting the first edition and 
clearly indicating that it is ue great value with boy students whether 
some of its numbers are used in the course of regular lessons or the 
whole book is placed in the hands of the pupil solely for providing 
recreation material. There are twenty-three numbers in this com- 
ilation, a number of which are in the second grade and none going 
Persad the third grade. The heroic, humorous, dramatic and strongly 
imaginative moods of these numbers are most alluring to the little 
fellows ambitious to grow up to be real men. 


(Price, $1.25 each) 
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Offers Nos. 1 to 64 are Introductory Offers on Published Works Ready for Immediate Delivery —Offers Nos. 65 to 83 are “Advance of Publication” Offers. 


By Rob Roy Peery 


ITALIAN LAKES 
Suite for Piano 
By James Francis Cooke (Price, $1.50) 
Offer No. 14—Introductory Cash Price, $1.00 


1 is hardly justice to so wonderful a publication as this to attempt 
its description in a few lines. Picking it up, one beholds a 
beautiful art bound folio with the title handsomely and_ tastefully 
embossed in gold upon a leather grained heavy cover stock of azure 
blue. Turning its leaves, one comes upon five exceptional piano com: 
positions, each preceded by a picture in prose and at accompanying 
sketch of an Italian Lake scene beautifully rendered by a master 
handling of the pen. Taking the folio to the piano and going over 
the compositions leaves one impressed with the beauty and individual 
charm of each and a desire to go back to them again and again to 
enjoy them and find new effects in perfecting the rendition of them. 


a a rr rsh | 
ALGERIAN DANCES 


Suite for Piano 
By R. S. Stoughton (Price $1.25) 


Offer No. 15—Introductory Cash Price, 75c 


a pets is always a pleasure in music that is colorful and atmospheric, 
The numbers in this suite possess those attributes and have the added 
qualities of being useful. They are very acceptable as novelties for 
the recital, as characteristic numbers for the theatre use and as musical 
backgrounds for interpretative dancing. They are rhythmically correct, 
having been created originally for Ruth St. Denis. They were used 
by this great dancer with pronounced success. These numbers, of 
course, would hold the interest of pupils in about the 4th and ‘Sth 
grades. The five numbers in this suite are ‘“Within the Mosque,”’ 
““Qureida’s Dance,’’ *‘A Dancer From Tunis,’* *‘The Moorish Dancer,"’ 
and “Dancers From Biskra.”’ 


CS PSS a ee YS 
BLUE RIDGE IDYLS 
Suite for the Piano 
By Lily Strickland (Price $1.25) 
Offer No. 16—Introductory Cash Price, 75c 


HE title of this suite and the titles of the seven numbers in it are 
not misleading in their promise of delighting lyric compositions. 


The seven piano solos in this suite are: “‘Mountain Shadows,’ *‘Moun- 
tain Lad,’’ ‘‘From a Deserted Cabin,’’ ‘‘On the River,’’ “‘In the 
Pines,’ ‘“‘The Old Mill’’ and ‘‘Sleep Song.*’ They are very good 


recital numbers for the pianist of average ability and they also may 
be used for study material in the upper intermediate grades. We have 
directed correspondence with this composer to far points of the world 
and when contemplating these pieces we are prone to think that world- 
wide travel and even residence in India served to inspire a clearer 
and more beautiful musical picturization of scenes “‘back home.”’ 


——e a) | 
SYMPHONY IN B MINOR 
(Unfinished ) 


For the Pianoforte 
By Franz Schubert (Price, 60 cents) 


Offer No. 17—Introductory Cash Price, 35c. 


HIS is a superb edition for piano solo of a symphony which is 

dear to the hearts of many music lovers. -Perhaps this fis because 
it is so effective and playable as a piano number. Through it runs 
a vein of pure and expressive melody. Although it is not a new 
work, it appears in this offer to introduce far and wide this notable 
new edition of it in the Presser collection. 


Oa SS ae ne SS EE TER 
SIX BAGATELLES 


For the Pianoforte For the Left Hand Only 
By Francesco Berger (Price, 75 cents) 


Offer No. 18—Introductory Cash Price, 35c. 


A iin collection of short pieces for the left hand alone is designed 
for students in the intermediate grade, the object of the composer 
being to provide music that is technically improving as well as 
tuneful and characteristic in quality. Throughout these compositions 
octaves have been. avoided and only easy tonalities have been selected. 
The student is sure to find these numbers a source of benefit to the 
left hand as well as a source of gratification in paralleling with 
easier material some of the showy, impressive left hand solos ren- 
dered by virtuosi. 


mi ae a SE ST Sn NSS SD 
FIDDLIN’ FOR FUN 


A Method for the Youngest Violin Beginner 
(Price $1.00) 
Offer No. 19—Introductory Cash Price, 60c 


IOLIN teachers are certain to be delighted with this brand new 

book for instructing young beginners. rom the very beginning it 
is melodious and the position of the fingers on the strings and the 
various bowings are developed naturally and logically. The use of this 
book will demonstrate that results are obtained most quickly when the 
little student is given such enjoyable study material as found in 
“Fiddlin’ for Fun.” 
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Presser’s Annual Fall Bargain Offers 


| Useful Recent Music Publications at Low Introductory Prices for September Only 


THESE OFFERS ARE 
GREAT BUYING OPPORTUNITIES 
FOR ACTIVE MUSIC WORKERS 


A copy of a publication in the hands of one to whom it is useful is worth in advertising value more than two on the shelf. Wie are 
glad many teachers and active music workers benefit by these bargains, but we are frank to admit the purpose in offering them is to get 
the merits of these publications more widely known. 


OFFERS ON THIS PAGE COVER VIOLIN, ORCHESTRA, SCHOOL AND CHURCH PUBLICATIONS 


FIRST STUDENT’S CONCERTO IN D 
Violin and Piano (First and Third Positions) 
By Friedrich Seitz (Price, 75 cents) 


Offer No. 20—Introductory Cash Price, 40c. 

LTHOUGH this is called the ‘‘First Student’s Concerto,’’ the 

same composer has written another concerto which may be taken 
up by a violin pupil who is still in the first position. The ‘‘First 
Student’s Concerto in D,*’ however, requires that the student is 
comfortably into the third position. This concerto long has been a 
favorite with violin teachers because it serves to prepare the pupil 
for an introdugtion to composition in the larger forms. Otto Meyer 
has edited this excellent edition which is a very recent addition to 
the Presser Collection. 


SR JH) 
SECOND STUDENT’S CONCERTO IN G 
Violin and Piano (In the First Position) 
By Friedrich Seitz (Price, 75 cents) 


Offer No. 21—Introductory Cash Price, 40c. 


HIS ‘‘Second Student’s Concerto’’ is in the first position and it 

is considered by many violin teachers an indispensable number in 
the work of the student who is being given a thorough training, 
leading eventually to musicianship,and ability to handle the larger 
and more pretentious violin concertos. Of course, it is a long step 
from a concerto of this character to those in the virtuoso repertoire, 
but this is a start on the road. It is very acceptable for study pur- 
poses and as a feature number in the student’s recital, This very 
desirable new edition in the Presser Collection has been edited by 
Otto Meyer. 

——————— —_—_ SSS 
PRACTICAL VIOLIN STUDY 
A Book of Reference for All Lovers of the Instrument 


By Frederick Hahn (Price $2.50) 
Offer No. 22—Introductory Cash Price, $1.75 


GREAT contribution has been made to the violin world in this 
book which holds so much information and advice for the violin 
teacher and student. The author is one of the foremost living violin 
pedagogs and in a long career as a soloist and teacher, his practical 
experiences and observations have given him an abundance of things 
to pass on to others. These things will be found very helpful and 
well worth having available for constant reference and guidance. The 
book treats all phases of violin study and violin playing and also gives 
practical hints on mastéring some of the standard violin works. 
————————————————— p, 


VIOLA, CELLO AND BASS PARTS 
Arranged by W. H. Bryant to Supplement 
ENSEMBLE METHOD FOR VIOLIN CLASS 
INSTRUCTION 
By Oscar J. Lehrer (Price, 75 cents each) 
Viola—Offer No. 23 Cello—Offer No. 24 
Bass—Offer No. 25 
Introductory Cash Price, 50c. Each 


1 addition to its practical value for violin instruction in class, the 
“Ensemble Method’ by Oscar J. Lehrer always has served to 
train the pupils from the beginning in ensemble playing. Because 
many violin classes serye as the keystone for building a beginners’ 
orchestra, it soon became apparent that it would be most advan- 
tageous to train, side by side with violin beginners, beginners on 
other stringed instruments for the orchestra.. To provide the neces- 
sary study material, W. H. Bryant has “arranged in an excellent 
manner additional parts for viola, cello and bass to the studies of 
the “Ensemble Method.’’ With these parts and the original ‘‘En- 
semble Method for Violin’’ with its three-part exercises, the teacher 
has a remarkable first instructor for beginners in a string orchestra. 


ge De 
PRESSER’S CONCERT ORCHESTRA BOOK 
: ‘For High School and General Use 
(Orchestra Parts, 35 cents each (Piano Part, 65 cents) 


First 2 Violity ica Paaiuriasic ade stains Cems . 26 
NViolin “Obbligato VAG Suess cee eee ee , 27 
Violin \Obbligatoy’ Bi. uges Gils eke eaeeeee . 28 
Solo U Violin vi<icic.staty » eyseeree w slows alten Hane 29 
Second): Violins: cisvo custteters crate vores einen Offer No. 30 
Viola ounvtcs widauk COCR OOtD Sacer ton Aeron: mL 
Colloy (or! Bassoon)*s ois% sets caecair-teatate eile lee ner 
Bana ' (or (EB Flat> Basa) is esi- xe ste nie ee ek ye! 
Flaite: oss tye cotates argue aie ran sre tale ol toate OR SER e Nw cattle 34 
First Clarinet’ im Bx Blatics.-ciaes1e thio len ore 35 
Second Clarinet im B Flat................ 36 
C Melody Saxophone (or Oboe) 37 
B Flat Tenor Saxophone....... 38 
E Flat Alto Saxophone. . ; 39 
First. Cornet in” B. Flat. «steeples « sv eivan - 40 
Second Cornet in B Flat.............0:0% 41 
Third Cornet in’ B. Plates vias: ccc csc 42 
Trombone -Base -.4.<:sebt eae clara er ens Off 43 
B Flat Trombone (or Baritone) Treble... .Offer No. 44 
Drums, Tympani, efcid. i. ctv eres nes Offer No. 45 
Piano . Accompaniment .......6..0.eeeeeee Offer No. 46 


Introductory Cash Price—Parts, 25c. Each 
Introductory Cash Price, Piano, 40c. 


T is a great pleasure to present this new orchestra collection be- 
cause the compilers of the collection and arrangers of the individual 
numbers. have more than met the aim to produce for the well-trained 


STORIES TO SING TO 
By Gladys Taylor (Price, 60 cents) 
Offer No. 47—Introductory Cash Price, 30c. 


HIS novel work has two stories which teachers may utilize to 

develop a sense of pitch in young students. Little pupils some- 
time have difficulty in reproducing a sound as a mere sound, whereas, 
if that sound is translated into something like the cry of an animal, 
the sound of a bell or something of that nature, the correct pitch is 
often attained since imagination helps imitation. A teacher with 
this book will find ways of using these stories in class other than just 
as they are presented in the book and also gain an inspiration for 
working out other stories to carry out this easy, effective method of 
developing a sense of pitch in young pupils. 

——SS=S=S==S=5g&SSS——SSSS 


THE PIRATE’S UMBRELLA 
Operetta for Boys 


Words by Sarah Grames Clark 
Music by Mrs. R. R. Forman (Price, 60 cents) 


Offer No. 48—Introductory Cash Price, 40c. 


LTHOUGH this operetta did not appear until close upon the 
ending of the last school season, many alert teachers and super- 
visors did not waste any time in gathering together a group of boys and 
carrying through a successful presentation of this melodious and well- 
planned operetta for boys. It is all about two young Americans 
who are out for adventure but get,captured by pirates and are held 
on a lonely island in the South Seas where their experiences with 
the pirates and a tribe of savages keep the audience intent upon the 
stage sequences until the boys are rescued by an aeroplane from the 
good old U. S. A. This operetta is long enough for the average 
juvenile performance which often utilizes only a portion of an after- 
noon or evening program, but with a little ingenuity, the director 
could lengthen it with interpolations. There is a treat in store for 
anyone directing a group of boys in this all boys’ operetta. 


(SS 
THE SHEPHERD 
Musical Play 
By Mathilde Bilbro (Price, 60 cents) 


Offer No. 49—Introductory Cash Price, 40c. 


(pee musical play is adapted to several usages. It may be staged 
with elaborate dances to be the main feature in an entertainment 
or it may be arranged as an in-between piece or curtain raiser in 
three short scenes. This operetta utilizes two of Aesop’s Fables in 
the story brought forth by the dialog and action, and Miss Bilbro 
has provided very attractive and melodious music for the incidental 
choruses and dances. This operation can be produced best with a 
cast of high school or adult ages, yet it is quite possible to use it 
successfully as a vehicle for juvenile performances. 


ee ee eee 
TO A KATYDID 


Cantata for School Chorus 
By Carl Busch (Price, 40 cents) 


Offer No. 50—Introductory Cash Price, 30c. 


{2 is a great tribute to the beautiful and thrilling effects possible 
with the clear ringing voices of children that a composer of such 
high attainments as Carl Busch has written this cantata. It is not 
his first writing of a cantata for a children’s chorus, his “‘Bobolinks”’ 
being a previous notable success in this field. ‘“‘To a Katydid’’ is a 
well-written short cantata using the words of Oliver Wendell Holmes. 
The music is so written that the work may be sung by a twovpart 
chorus, the compass of the two parts staying within reasonable limits 
for juvenile voices. The cantata may be done as a three-part choral 
work by utilizing the ad libitum alto part which the composer has 
supplied. 

Any school supervisor wishing to direct a chorus of school children 
in a concert or special presentation of a pretentious but not difficult 
nor full-length cantata should make the acquaintance of ‘‘To a Katy- 
did.”’ Directors of junior choirs that wish to put on secular concerts 
also have this work recommended for their consideration. 


6¢ SS ee ee ee ae 
SCHOOL TRIOS 
Part Songs for Soprano, Alto and Bass Voices 


(Price, 75 cents) 
Offer No. 51—Introductory Cash Price, 35c. 


Os of the most outstanding of all recent publications designed to 
assist the directors of school music is this book. It contains 
twenty-four three-part choral numbers that are ideal for use with 
school groups where there are young men possessing voices settling 
down to the lower register. As a rule, the melody is in the bass 
part. The merits of cach individual number, together with the 
variety found in this entire compilation, explain the immediate 
adoption of this book to such a flattering extent in its first few 
months on the market. 


high school orchestra or any other amateur orchestra organization a 
collection that would be just a little more ambitious than our im- 
mensely popular ‘“‘Senior Orchestra Book’’ but equally as sure of a 
popular and widespread reception. There are’ twenty numbers in 
this new collection, none of which has appeared in any collection 
now on the market. The variety in the compilation is excellent and 
while every number is melodious, there is in each that style of 
composition which insures the life of the number over a long period 
and its general acceptance of what might be called a standard number. 


LIFE ETERNAL 


Easter Cantata 
For Soli, Chorus and Organ 
Text from The Holy Scriptures 
By Norwood Dale : 


Offer No. 52—Introductory Cash Price, 40c. 


ee worthy of a large, well-trained chorus or a competent 
quartet, this cantata is particularly grateful to the volunteer 
choir. This is true because it is possible of a full and very effecr 
tive rendition by singers who could not fulfill any great vocal de- 


(Price, 60 cents) 


| 


mands. It has melody, yet always in spirit is fitting to its sacred 
; ; A F . ca 
import. Each of the solo voices is given an opportunity. T his” 


cantata is of nice length to be used as a musical feature of an 


Easter service since it requires but from thirty to thirty-five minutes. 


Its first part has to do with the prophecies and the second part with 
the resurrection. x 
_———S———————— ae p 
SOLDIERS OF CHRIST 
Sacred Cantata for Soli, and Mixed Voices 
Adaptation from Psalms of David ss 
By Philip Greely (Price, 40 cents) 


Offer No. 53—Introductory Cash Price, 25c. 


sis Ree is a fine little cantata that may be utilized at almost any. 
season of the year. The text is adapted from the Psalms of 
David and these texts have inspired the composer to create a musical 
setting that is as brilliant and militant as the text. This is a splen- 
did offering for use by the choirmaster who likes to avoid the 
dangerous habit of using the same old things over and over again. 


SSS eee oe 
THE MANGER KING — Br 
Cantata for Christmas 
By Alfred Wooler (Price, 60 cents) 


Offer No. 54—Introductory Cash Price, 40c. 


ay ils composer is so well known for his sacred solos and successfull 
anthems that the very mention of a Christmas Cantata by him ‘1s 
sure to direct many choirmasters to obtaining a copy of it. This cantata 
is an excellent presentation of the Christmas narrative, touching upon 
all of the emotions of the nativity and its glorious inspiration. Each 
soloist is given an opportunity for pleasing work and the choruses 
are well interspersed. 


PIANO SHEET MUSIC 
GROUPS at BARGAIN PRICES 


DO NOT MISS THESE SPECIALS 
FOR THE MONTH OF SEPTEMBER ONLY 


You may purchase every set if you desire, but no quantity 

of a set will be sold to any individual at these prices. Very 

good values are given in these sheet music bargain offers 

prohibiting any examination privileges, returns or exchanges. 

FIVE FIRST GRADE PIANO PIECES 

Total Retail Price, $1.30 

Offer No. 55—Introductory Cash Price, 40c 
“A Music CaRNIVAL.... WALTER ROLFE 
FLOWER WALTZ H. P. Horxins 
PRISCILLA ON Monpay ...-MATHILDE BILBRO 
Dine Donec BELL G. L. SPAULDING 
SIGNS OF SPRING . DANIEL ROWE 


FIVE SECOND GRADE PIANO PIECES 
Total Retail Price, $1.25 
Offer No. 56—Introductory Cash Price, 40c 


DREAMING WALTER ROLFE 
Joyous SoNnG 

IN CLOVER... 

THE LitTLE DRUM Major 


THE Prep PIPER 

FOUR MEDIUM GRADE PIANO PIECES 
Total Retail Price, $1.80 

Offer No. 57—Introductory Cash Price, 50c 
MEMORIES OF SPRING Bert R. ANTHONY 
Lupwic RENK 
R. 8. STOUGHTON 
Jay Mepia 


PIECES 
Total Retail Price, $1.60 ; 
Offer No. 58—Introductory Cash Price, 50c 


By THES SEAT Gh niece ..GEORGE Posca 
VALSE DE CONCERT A. Jackson PrEasopy, Jr. 
In Leary BOWER ....MAURICE PESSE 


Other Piano, Vocal, Violin and Organ Groups 
on Next Page—See Offers 59 to 64 inclusive 


Offers Nos. 1 to 64 are Final Introductory Offers on Published Works ready for Immediate Delivery. Offers 65 to 83 are “Advance of Publication Offers” 


HAVE YOU ORDERED 
ENOUGH TO EARN A BONUS? 
See Beneath Offer No, 83 


> Send All Orders to THEODORE PRESSER CO. cufZiit7i' sr. 


PHILA® PA: «sis 


DO NOT MISS THE PRECEDING AND. 
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Offers No. 65 to No. 83 Inclusive are “Advance of Publication” Offers 


The Publications upon which “Advance of Publication” Offers are made are in preparation, The opportunity is given to order these 
publications at unusually low cash prices before they are published. As each work comes from press copies will be delivered postpaid 
to the advance of publication subscribers. 


\ 


_ PIANO, VOCAL, VIOLIN AND 
_ ORGAN SHEET MUSIC GROUPS 
___ AT SPECIAL LOW PRICES 


See Also Offers No. 55, No. 56, No. 57 & 58 

2 Only one set of any or all of these groups to 

Y a customer at these prices. It is obvious that 

these low introductory prices will permit no 

examination privileges, returns or exchange of 
any kind. 


ee 
_ THREE SONGS FOR HIGH VOICE 
ia Total Retail Price, $1.35 

Offer No. 59—Introductory Cash Price, 40c 
Ir You WouLp CoME To ME........ FRED CarpDIN 
COLUMBINE’S TREASURES............-.. R. Drico 
BETTE OVALE Ya ax sicvlbeocis.é +s « E. A. BarRELL, Jr. 


_ THREE SONGS FOR LOW VOICE 

he Total Retail Price, $1.20 

Offer No. 60—Introductory Cash Price, 40c 
| PICKANINNY SANDMAN........... SARAH TALBERT 
| At TWILIGHT........DoroTHY DowMan HucGuHEs 
“WHEN Gop Mapez You......... . ALDEN BARRELL 


3 SACRED SONGS FOR HIGH VOICE 

Total Retail Price, $1.40 

Offer No. 61—Introductory Cash Price, 40c 

} Gop CaRETH FOR Me........... Mittona Moore 
Gop So Lovep THE WorLD....Mrs. R. R. FoRMAN 

| O Lorp, WirH Weary Hearts WE'RE YEARNING 

H. ENGELMANN 


'3 SACRED SONGS FOR LOW VOICE 
4 Total Retail Price, $1.40 

Offer No. 62—Introductory Cash Price, 40c 
O Master Let Me Wak WitTH THEE, 

“a PauL AMBROSE 
} THEY THAT TRUST IN THE LorD, 

f AILEEN WIER DortTcH 
_ Yr Must BE Born AGAIN.....Mrs. R. R. FoRMAN 


THREE VIOLIN AND PIANO PIECES 
Total Retail Price, $1.40 

Offer No. 63—Introductory Cash Price, 40c 

PEN STIS GARDEN Me ie oss a ws R. O. SuTER 

ESTRELLITA 

| Les TRESORS DE COLOMBINE............ R. Drico 


THREE PIPE ORGAN NUMBERS 
Total Retail Price, $1.70 

Offer No. 64—Introductory Cash Price, 40c 
THE VOICE GE THE) CHIMES............. A. LUIGINI 
_ ComMunity GRAND MarcH..Cart WILHELM KERN 

4 Arr. by O. A. Mansfield 

BEDI AGE PD ANUBB eet let's 3%). « JOHANN STRAUSS 

Arr. by E. H. Lemare 


EASY COMPOSITIONS FOR THE DEVELOP- 
MENT OF TECHNIC AND TONALITY 
; For the Piano. 
By N. Louise Wright 
_ Offer No. 65—Advance Offer Price, 25c 
OMS delightful, well-arranged study material by N. Louise Wright for 


the earlier grades always meets with an enthusiastic reception. Those 
who have found it is worth while to be on the lookout for new things 
by this creator of such excellent elementary materials will welcome this 
little book. It presents five very attractive study pieces for early second- 
grade work, giving the young student an introduction to keys seldom 
met in the average study material and pieces of this grade, The little 
student will be fricealay impressed with the mastering of these pieces 
which seem like such glorious accomplishments because of the appearance 
of 2, 3 and 4 flats in the signatures. 


; a 

~ OUR LITTLE AMERICAN COUSINS 
_ Six Characteristic Pieces for the Piano, with Words 
3 By Lalla Ryckoff 


Offer No. 66—Advance Offer Price, 30c 


N second-grade piano pieces it is important that the numbers given 
pupils have educational values as well as qualities that attract the 
nts. These lively characteristic pieces possess these dual merits. 

hey will gain the cuthusiastic interest of young students and their usc, 
collateral material with any course of second-grade technical material, 
certain to be beneficial to the student. Teachers, upon acquaintance 
these numbers, also will see the possibilities of using them for a 
1 group on the pupils’ recital program. 


s Send All Orders to 


NECESSARY JINGLES FOR THE PIANO 
By Blanche Fox Steenman 
Offer No. 67—Advance Offer Price, 30c 


W UH explanatory text, appropriate verses, illustrations and attrac- 
tive material, this book leads the young beginner to an acceptance 
as a pleasant task of the work necessary to getting a right start in ele- 
mentary technical work. This is not an instrector in itself, but rather 
an adjunct to the usual beginner’s method, and specifically covering 
Independence of the Fingers, Thumb Preparation for Scales, Key Group- 
ing in Scales, Fingering of Scales, Triads and Arpeggios (Crossing 
Hands), Wrist Work and Chromatic Scales. The practical value of 
this attractive little book is apparent immediately to the teacher of 
experience, 


@ 
NEW RHYTHMIC ORCHESTRA 
COLLECTION 


Offer No. 68—Adyvance Offer Price, $1.00 


1 is an important part of the piano teacher’s work and the under- 
takings of the school music supervisor to establish a sense of rhythm 
and a basis for future musical appreciation in the minds of little 
pupils. The Rhythmic Orchestra, with its piano center-piece and easily- 
handled parts for various percussion instruments, has proved a boon 
in such needs. From all parts of the country school and_ private 
teachers have been’demanding more material for the Rhythmic Orchestra. 
This new collection is the result of a careful study of this phase of 
musical education and a generous-sized group of attractive numbers with 
decided rhythmic qualities have been arranged for it. One of the 
features of the scores in this book is that the children are not confused 
with anything to be ‘‘unlearned’’ in later musical work and from the 
beginning, acquaintance is made with the notes and rests in the scores 
guiding the little performers. It is obvious that the Rhythmic Orchestra 
also serves as a novelty for recitals or special exhibitions. 
g D« 


NEW PIANO ALBUM FOR YOUNG 
PLAYERS 


Offer No. 69—Advance Offer Price, 35c 


POEUEAR among the Theodore Presser Co. publications are the albums 
in the Reasonably-Priced Series. This series contains particularly 
generous and meritorious compilations for pianists and students of all 
abilities and others that serve singers, organists and violinists. This 
new collection, now in course of making, will provide an unusually 
large number of easy piano pieces, chiefly in grades one and two. It 
will be a fine album to give the young student for recreation or study 
purposes and also will serve as’ a fine reference volume of first and 
second grade pieces for the teachers, since each number therein may be 
secured separately in sheet music form for assignments to students. 


OS ee ey) 
THE PASSING UNDER OF THE THUMB © 
Technical Exercises for the Pianoforte 
By I. Philipp 
Offer No. 70—Advance Offer Price, 45c 


ieee new work stresses just one point of technic and treats that 
point exhaustively, ‘‘Thumb Crossings’’ are too often neglected 
both by teachers and students. It is not sufhcient to state when a 
crossing should be made, but that sufhcient exercises should be used to 
enforce the principle. hese new exercises by Philipp begin at the 
very root of the matter and cover all possible phases of the thumb 
passing under the fingers or the fingers passing over the thumb. They 
could be taken up in connection with third or fourth grade work and 
carried on indefinitely. 
@ De 


FIRST LESSONS IN BACH—BOOK II 


For the Pianoforte 
By Walter Carroll 


Offer No. 71—Advance Offer Price, 30c 


HIS will be a new volume in the Presser Collection. We have 
previously printed Book I of this little Bach collection but there 
has been a considerable demand for Book II in our edition, so we are 
very glad to comply. Book II is a very good continuation of Book I, 
and the compiler has ransacked all of the easier works of Bach in order 
to find suitable material. Both volumes are exceedingly attractive. 
—— SSS SSD 


LOUISIANA SUITE 


For the Pianoforte 
By Walter Niemann 


Offer No. 72—Advance Offer Price, 60c 


ALTER NIEMANN is sometimes called *‘The German Debussy.” 

In the Louisiana Suite, he has used Southern melodies, chiefly 
those of Stephen Foster, and has woven them into highly characteristic 
piano pieces.~ Mr. Niemann’s technic and fluency in writing are mar- 
velous and these pieces are miniature art works. They are not overly 
dificult to play and they will dignify any recital program, as well as 
give great pleasure to the listener. 
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. PAGE of INTEREST to PIANO TEACHERS, PIANISTS, SINGERS, VIOLINISTS, ORGANISTS & SCHOOL SUPERVISORS 


SCHOOL OF VIOLIN TECHNIC 
By O. Sevcik, Op. 1, Book III 


Offer No. 73—Adyvance Offer Price, 40c 
Ce ee Opus 1 is a remarkable work. 


the entire foundation of true and accurate violin. playing. Part Three 
is devoted especially to exercises in the changing of position. Every 
possible shifting is carefully analyzed and is carried out through scales, 
arpeggios and conventional passage work. Our new edition of this 
volume has been carefully prepared and revised by Mr. Otto Meyer, 
who is an authorized representative of Prof. Sevcik in America. This 
new volume will be added to the Presser Collection. 


RG 
CHANGES OF POSITION 
Studies for the Violin 
By O. Sevcik, Op. 8 
Offer No. 74—Advance Offer Price, 30c 


eee No out the excellent group of the most used Sevcik. studies, 
recently added to the Presser Collection, is this forthcoming new 
edition of Op. 8. Like the preceding volumes that have met--with 
such a remarkable reception, this set of studies likewise is to appear 
under the authoritative editorship of Otto Meyer, Professor Sevcik’s 
personally-appointed representative in this country. The excellence of 
this Op. 8 set of studies is undisputed for assisting the student to master 
the important phase of stepping into the higher positions after gaining 
a proficiency in the first position. 


6 
BOOK OF TRIOS 
For Violin, ’Cello and Piano 
Offer No. 75—Advance Offer Price, 75c 


Aber trio compilation will provide amateurs and semi-professionals 
with a fine lot of new numbers for use in recital or recreation. In 
selecting numbers for this collection, the editors have avoided using the 
time-abused standard and classic numbers. Good selections, with musical 
worth as well as melodic and rhythmic freshness, by some of the fore- 
most contemporary composers have been drawn upon. These numbers 
have established successes in their original forms as piano solos or violin 
numbers and now, in fine well-balanced arrangements made especially 
to suit the needs of average players, they are presented in this album 
for the first time as trios for violin, ’cello and piano. 
a4 >) 
CLASSIC AND MODERN BAND AND 
ORCHESTRA COLLECTION 
By Jos. E. Maddy and Wilfred Wilson 


Parts, Band 
Offer No. 76—Advance Offer Price, 25c each 


Parts, Orchestra 
Offer No. 77—Advance Offer Price, 25c each 


Piano Acc., Orchestra 
Offer No. 78—Advance Offer Price, 40c 


Be sure to specify which instruments are desired when 
ordering Offers Nos. 76 and 77. 
ia physical task of getting a publication like this ready is a 
gigantic one, but special attention is being given to it now because 
it is our desire to give proficient School Orchestras and Bands and 
other competent Bands and Orchestras the opportunity to utilize this 
fine collection of excellent numbers at the earliest possible moment. The 
names of the arrangers and compilers speak for the merit of the collec- 
tion. The beautiful part of the work throughout is the rich and bril- 
liant effects gained without demanding virtuosity upon the part of the 
players. The instrumentation in each instance is full and complete 
but the parts are not interchangeable for Band and Orchestra. It is 
rather a collection for Band and Orchestra of practically the same 
numbers but with special parts for each group. Be sure to specify parts 
wanted in ordering. 
¢ 


The complete work covers 
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THE TEMPEST 
Suite for the Organ 
By H. J. Stewart 


Offer No. 79—Advance Offer Price, 60c 


R. STEWART is a gifted composer and possesses unusual experience 

to guide his talents in creating works of decided worth to the 
concert and theatre organist. On the great outdoor organ at Balboa 
Park, San Diego, California, he plays before a great host of discrim- 
inating people and the reception accorded his original compositions, 
presented from time to time at these recitals, has predestined their 
publication. This new suite artistically utilizes the orchestral colors 
and satisfying varied effects possible on the modern organ. The numbers 
in the Suite are melodious and, in giving “the proficient organist a 
grateful recital feature, do not go to excessive difficulties. The organist 
will be well repaid for any study and work done upon the numbers of 
this suite. 


THERE ARE BONUS OFFERS THAT MAKE YOUR BARGAINS GREATER 


If your order for any of the Offers, No. 1 to 83, inclusive, totals $3.00 or over, you may have without any additional charge your 


choice of any of the bonuses to which you are entitled. 
of these bargains at one time. 


See the page following this. . 4 
The bonus is your reward for not splitting up your order into several at different times. 


It is a saving to us to get your complete order 


THEODORE PRESSER CO. 


1712-1714 


CHESTNUT st. PHILA., PA. 


BE SURE TO READ 
THE OFFERS ON THE 
NEXT PAGE. 
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Presser’s Annual Fall Bargain Offers 


The music publications in album and book form issued by the Theodore Presser Co. during the last 
12 months are represented by Offers No. 1 to No. 54. These with the hundreds of sheet music and 
octavo publications issued in the same period represent an achievement in American music publishing. 
The bargain offers here presented give you an opportunity to obtain copies of these recent publications 
as well as of forthcoming publications at money-saving prices. 


THE BIRTHDAY OF THE KING 


A Cantata for Christmas 
By Norwood Dale 


Offer No. 80—Adyvance Offer Price, 35c 


LTHOUGH those ordering a copy of this fine, new Christmas 

Cantata are sure to have it delivered to them in September, it 
is being offered as an Advance of Publication Offer to give Choir- 
masters an opportunity to get a copy at a bargain price. The manner 
in which the composer has arranged a Prologue for this cantata followed 
by Part 2 effectively telling of the Nativity, and then Part 3 bringing 
the cantata to a close in a glorious contemplation of the Star and its 
significance, supplies a beautiful and interesting contribution which the 
average choir, soloists and organist may readily and enjoyably make 
to the special Christmas service. 

Sees SS 


THE MANGER CHILD 


Christmas Cantata 
By William Baines 


Offer No. 81—Advance Offer Price, 35c 


NY volunteer choir, with a reasonable vocal quality and quantity 

in each part, should find this short Christmas Cantata ideal for 
their prominence in the church's Christmas features. Even if the 
limited experience of its ‘singers kept some timid about essaying solo 
parts, such parts might be done in unison. Used exactly as written, 
however, would give solos for each_voice, a duet and a men’s quartette, 
along with the expected mixed chorus numbers. The music is good and 
of a satisfying character. There is nothing “‘tinkling or trifling’’ about 
it although it will be found quite easy of rendition throughout. Hardly 
a half an hour would be required for its singing. This cantata will be 
delivered to advance subscribers in September, permitting ample time 
for its consideration for this year’s use. 


Introductory prices are for cash with order. 


THIS GROUP COMPLETES THE 1929 FALL OFFERS—NOTE THE BONUS OFFER 


REQUIEM MASS 
For Two-Part Chorus 
By Geremia M. Fabrizi 
Offer No. 82—Advance Offer Price, 35c 


I" this Mass there is evidence that the composer has a thorough 
understanding of the needs in parishes, convents, academies and sem- 
inaries for a Requiem Mass that effectively overcomes the lack of all 
the voice parts usually demanded. This Mass is written so that it 
will be equally effective for Soprano and Alto voices or for Tenor and 
Bass voices. The score is complete in all respects, giving, in addition 
to beautiful and acceptable musical settings of various parts of the 
full Mass, the Propers in the Gregorian mode and at the Preface, etc., 
the responses. The manuscript of this Requiem Mass gained the com- 
plete approval of the Society of St. Gregory in America. 
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LIGHT OPERA PRODUCTION 
By Gwynne Burrows 


Offer No. 83—Advance Offer Price, 60c 


VW 7HEN this book appears we predict that many of the amateur and 

school productions of musical plays this season will be improved 
in quality of production because of ideas and helpful advice it contains. 
It is sure to be of practical assistance to many. Not a few, who felt 
quite experienced in directing and staging productions, have come upon 
a time when a veritable whirlpool of events left matters on the night 
of the actual performance entirely up to chance. The details of system- 
atic and ingenious arranging of all particulars of a production are 
brought out in this book to guide the director and assistants in working 
toward a well-thought-out and carefully-planned performance. It helps 
to lift the success of the performance from chance to certainty and 
from rude amateurishness to professional finish. 


We pay transportation costs. Please order by 


offer number. As many offers as desired may be purchased but no more than one copy 
may be obtained on an offer. At these low prices no exchanges or returns are permitted. 


SELECTION. BE SURE TO STATE IT IS A BONUS. 


With a $3.00 Order One of These Is 


Yours Free—Just Name Your Choice 


| Book of Indoor Marches (22 real marches) 

Album of Cross Hand Pieces (21 useful 3rd grade 
pieces) 

Standard Second Grade Recreations (83 piano pieces) 

Standard First Pieces (72 first and second grade piano 
pieces) 

| Popular Home Collection (46 medium grade piano 

solos) 

| Standard Song Treasury (48 songs—medium range) 

Standard Organist (43 pipe organ pieces) 

Standard Violinist (32 violin and piano pieces) 


On a $7.50 Order You May Select 
Any One of These as a Bonus 


Album of Descriptive Pieces (27 medium grade piano 


pieces) 

Concert Album—vVol. 1—Classical (26 good piano 
solos) 

Four ‘Hand Exhibition Pieces (15 brilliant piano 
duets) 


| Concert Duets (24 medium grade piano duets) 
Organ Transcriptions (Mansfield) 


MUSIC PUBLISHERS AND DEALERS_ - 


| 
| DIRECT MAIL SERVICE ON EVERYTHING IN MUSIC PUBLICATIONS 
| 1712-1714 CHESTNUT ST., PHILADELPHIA, PA. 


YOU MAY SECURE AN EXCELLENT ALBUM OF 
MUSIC FREE IF YOUR ORDER FOR ANNUAL FALL 
BARGAIN OFFERS TOTALS $3.00 OR OVER 7 7 7 


| IF YOUR ORDER OF WORKS SELECTED FROM OFFERS NO. 1 TO NO. 83 INCLUSIVE TOTALS OVER 
| 33.00 YOU WILL RECEIVE WITHOUT CHARGE YOUR CHOICE OF ONE OF THE PUBLICATIONS FROM 
THE GROUP BELOW OUT OF WHICH THE SIZE OF YOUR ORDER PERMITS YOU TO MAKE YOUR 


The Fall Bargain Offers Advertised on This and the Three Preceding Pages 
Are an Annual Buying Opportunity Presented by the 


THEODORE PRESSER CO. 


An Order for $5.00 or Over Entitles You 
to Choose a Bonus from This Group 


Schubert Album (24 piano pieces by .Franz Schubert) 

Piano Voluntaries (26 pieces for Church and Sunday 
playing) 

Celebrated Compositions by Famous Composers (34 
pieces) 

Gems of Melody and Rhythm (Steenman) (Good 
music for developing musical appreciation in young 
people) 

Favorite Old Time Tunes for Violin and Piano 

Church Soloist—High Voice (19 sacred songs) 

Church Soloist—Low Voice (19 sacred songs) 


Running Your Order Up to $10.00 or 
Over Gives You a Rich Reward in the 
Choice of One of These Free Bonuses 


Organ Melodies (compiled by Landon) (47 pipe 
organ pieces) 

Celebrated Light Overtures for Piano, Four Hands 

Clarke's Complete Pronouncing Musical Dictionary 

Chopin Album of Selected Works (31 piano solos) 


- - THE WORLD’S LARGEST STOCK | 


* MASTERLY WORKS 

FOR ia 
ADVANCED 

PIANO STUDY 


FINGER GYMNASTICS 
By I. PHILIPP Price, $1.50 | 

At all seasons of the year, this volume 
provides the best type of material for 
daily practice. Equal prominence is 
given the five fingers of each hand. 


L’ART DU CLAVIER : 
By THEODOR LACK Price, $1.50 | 

There is plenty of material in this vol- 
ume to correct or strengthen any weak | 
or insecure points in atiyone’s technic. 
It gives 100 short pleasing studies cover- 
ing all phases of technic. 


COMPLETE 
SCHOOL OF TECHNIC 

By I. PHILIPP Price, $2.00 

This is a masterly technic work of 

modern character, full of just such a 

variety of exercises as should be used 

continually in daily practice. 


EXERCISES 
FOR DEVELOPING ACCURACY 
By G. BECKER Price, 75 Cents 

Students and many teachers have a 
real need for exercises of this character. 
They develop that phase of technic that 
puts the real finish upon one’s playing. 

\ 


MASTERING THE SCALES 
AND ARPEGGIOS 


By JAMES FRANCIS COOKE 
Price, $1.50 
A complete mastery of the scales is an 
absolute essential for proficiency in piano 
playing. Teachers everywhere use and 
recommend this volume which is ideal to 
keep at hand for daily practice material 
throughout one’s playing days. 


@ 
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Many other Excellent Piano Study 
Works are available and upon re- 
quest we will be glad to send a list 
of Advanced Piano Study Works. 


¢ D 
_ IMPORTANT AIDS 
TO TRUE 


MUSICIANSHIP 


HARMONY BOOK FOR 
BEGINNERS 
By PRESTON WARE OREM 

Price, $1.25 
An introduction to harmony given in a 
clear, concise, simple manner, teaching 
such fundamentals as to lay a_ strong 

foundation for future musicianship. 


THEORY AND COMPOSITION 
OF MUSIC 
By PRESTON WARE OREM 
; Price, $1.25 
_A sequel to the Harmony Book for Be- 
ginners, guiding in the practical applica- 
tion of harmony to composition. 


STANDARD HISTORY OF 
MUSIC 


By JAMES FRANCIS COOKE 
Price, $1.50 
A popular history of music for stu- 
dents and music lovers of all ages, newly 
revised, up-to-date, 


PIANO PLAYING with 
PIANO QUESTIONS ANSWERED 
By JOSEF HOFMANN Price, $2.00 

No serious student of the piano should © 


be without this book for reading and con- 
stant reference. 


GREAT PIANISTS 
ON PIANO PLAYING 
By JAMES FRANCIS COOKE 
; Price, $2.25 | 
One of the most helpful books for stu- 
dents of piano playing. It is a series of 
educational conferences with practically 
all of the foremost living pianists. 
SSS ee 
Many other Musical Text-Books 
and Musical Literature Works fur- 
nishing helpful and delightful reading 
and study are described in the ‘‘De- 
scriptive Catalog of Musical Litera- 
ture Works.’ Free on request. 


———— 
THEODORE PRESSER CO. — 


a ae CHESTNUT ST., PHILA., oa 
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The Future of Music in Moviedom 
(Continued from page 650) 


humorous scene. There is very little mu- 
sic which purports to provoke laughter. 


Moods Cross-Indexed 
F COURSE, every arranger would be 
delighted if he could take the time to 
write an original score. But unless he were 
a great genius he could not approach in his 


own composition the score he can compile 


y 


\ 


if he has access to a huge library of great 
classics. Few people have any idea of how 
large such a library must be. 

The Roxy Theater has a library of far 
‘over 15,000 selections and over 60,000 or- 
chestrations. These are all carefully 
classified and card indexed with a cross 
index by number, so that the various mu- 
sical settings for various moods and psy- 
chological conditions can be located in an 
instant’s notice. It is one of the most im- 
portant parts of the modern large moving 
picture theater. The most astute managers 
have found that music may in some in- 
stances make mediocre or even bad mov- 
ing pictures passable and save investments 
of millions of dollars. 

The main thing, however, about the 
music of the picture is that it be identical 
with the main purpose of the picture itself. 
It is the picture as a whole and the score 


as a whole, the tout ensemble which really 
counts. It must serve a very definite and 
practical theatrical purpose. All of the 
themes and the settings must serve to in- 
tensify the interest and reach a real climax 
so that the audience will be genuinely and 
sincerely moved. 

The moving pictures of to-day are the 
grand opera of the masses. Millions who 
have never been within a thousand miles 
of a grand opera house of importance can, 
through the finer pictures, get a glimpse 
of the great drama of the world and hear 
the great music of the world. Surely this 
is an age of magic achievement. 


SELF-TEST QUESTIONS ON 
MR. RAPEE’S ARTICLE 

1. What docs “synchronized” mean 
modern moving picture production? 

2. How is it proven that the “sound 
movies’ are good advertisers for actors? 

3. What is the great essential in music 
which is to be produced again and again? 

4. What are some of the necessary 
qualifications for the arranger of film 
music ? 

5. Name two great composers who have 
written for the movies. 


in 


Jazz, Whither Bound? 
(Continued from page 655) 


The Moan of the Saxophone 


HE INSTRUMENTATION of jazz 
is its strongest weapon. Anyone who 
heard the almost pitiful attempt made by 
one of the New York orchestras (sym- 
phony) to play a re-scored form of the 
“Rhapsody in Blue” (originally written 


and scored for the big Whiteman band) 


' pear to be resigned to do. 


will grant that point. In its scoring and 
method of playing lies the glory of jazz; 
in them, too, one may read its statute of 
limitations. 

If the protagonists of jazz remain with- 
in their idiom, their place in the sun will 
be secure. If they are content to give us 
pleasant tunes, neat harmony, clever rhyth- 
mic and tonal effects, all will be well with 
them. This their more astute workers ap- 
Should they 
strive to push a pleasing dance-form into 
the scope of an art-form, with all its com- 
plexities—spiritual, constructional and ex- 


“Never repeat a musical phrase or mel- 
ody or theme in the same way. They are 
often repeated in compositions, one imme- 
diately after the other, and, by giving them 
each a new rendering, you may surprise 
and please the hearer into a new way of 
thinking—KatTe Dacia JoHN. 


Marya Naimska 


pressional—they will end by discovering 
that the qualities that make jazz what it 
really is are more vaporous than the per- 
fume of a flower and that the flower has 
crumbled in their hands. Let me close 
with a definition. Jass: a dance form 
plus a distinctive vehicle of expression, so 
fully developed as to suggest already a 
state of fixation. 

As I complete these lines, at the end of 
a strenuous day, the radio is bringing to my 
ears a celebrated jazz-ensemble in New 
York City. Clean-cut, artistic playing, 
melodies of ear:pricking charm, neat tricks 
in harmony, color effects of surprising va- 
riety, a general verve and esprit! And you 
ask me whether I really enjoy it? Of 
course I do, and so do you! There, dear 
readers, is your justification of jazz and 
estimate of its place in the scheme of 
things musical. Profundity, get thee be- 
hind us! 


COLLEGE of FINE ARTS 


PHILLIPS UNIVERSITY 
An Ideal School for those seeking Standard 
Courses. Tuition Reasonable. 


For Catalogue Address 
I. N. McCas*, Pres. C as. D. Hahn, Dean 
University Station, Enid, Oklahoma 


—. Concert Violinist 


WILL REOPEN HER STUDIO ON OCTOBER 15th 
BELGIAN SCHOOL METHOD 
“Miss Marya Naimska possesses great talent for the violin and has a very wide knowledge of her 


instrument. 


445 RIVERSIDE DRIVE, NEW YORK 


LOUISVILLE 


CONSERVATO 


Bgbtess 8 A ise TE OR 


She is endowed with a rare musical intuition—a precious gift for a teacher” — 


CESAR THOMSON. 


Telephone CATHEDRAL 7669 


RY 


A SCHOOL OF PERSONAL INTEREST 


_Institutional Member National Association Schools of Music 
Public School Music and Arts — Normal Ceurses — Dramatics — Instru- 


mental and Vocal Courses. 


Degrees Conferred. 


Catalog 


Dormitory. 


Address :— 626 SOUTH BROOK ST., LOUISVILLE, KENTUCKY 


When you write to our advertisers always mention THE ETUDE. 
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Ithaca Conservatory 
of Music 


JoHN Fintey WiLiiAmson, Mus. D., Dean 
Incorporated with collegiate standing and degree conferring privileges 


under the Board of Regents of the University of New York. 


SUMMER Master ScHoot of Piano under the direction of Oscar 
ZIEGLER, master pianist and pedagogue. 


Concert, Chautauqua, Lyceum and Teachers’ Courses. Repertoire 
and Public performance classes. Graduates in this school have 
won honors abroad as well as in the United States and Canada. 


WESTMINSTER CHOIR SCHOOL (formerly of Dayton, Ohio). Thor- 
ough courses of instruction as preparation for Choir Conductors 
and Ministers of Music. 


All departments of the conservatory and affiliated schools will 
be in session during the above terms. All courses completed lead 
to certificates, diplomas, degrees. Six large and handsome dormi- 
tories. Reservations for either summer or fall should be made now. 


Fall Term begins September 19, 1929. 


Full details, year book and special catalogue sent on request. 
Address, Registrar, 


1 DeWitt Park, Ithaca, New York 


Detroit Institute of Musical Art 


MICHIGAN’S FOREMOST SCHOOL OF MUSIC 
Francis L. York, M. A., Mus. Doc., Chairman of the Board 
Edward B. Manville, F. A. G. O., Mus. Doc., President 
Thirty-second Year 
Many Free Advantages. 
NOTED FACULTY OF 84 ARTISTS 


Students May Enter at Any Time. All Branches of Music and Dramatic Art 


Accredited Teachers’ Certificates, Diplomas and Degrees. Very Desirable Boarding Accommodations 


For Catalogue and View Book Address HENRY B. MANVILLE, Business Manager 
Dept. 2, 52 Putnam Avenue Located in Detroit's Art Center Detroit, Michigan 


DETROIT CONSERVATORY OF MUSIC 


56th Year 


Acknowledged Pre-eminent as a Conservatory of Attainment 

Unrivaled Free Advantages. Students may enter atany time. A great diversity of courses under the supervision of 
a renowned faculty. Training in Piano, Voice, Violin. Cello, Harp, Organ, Theory, Harmony, and Composition. 
Normal Training for Piano Teachers, Band instruments, School pf Expression, and Dancing. Students’ Orchestra, Con- 
certs and Recitals before the public. Special Chi dren’s Department. 55 Studios, Commodious Concert and Recital 
Halls. Teachers’ Certificates, Diplomas and Degrees. Desirable Boarding Accommodations. 
SCHOOL OF THEATRE ORGAN PLAYING SCHOOL OF OPERA 

Examinations Free. For Catalog and Other Information, Address 
JAMES H. BELL, Secretary, 5035 Woodward Avenue, Box 7, Detroit, Michigan 


ExizaBeru JOHNSON, President 


Michigan State Normal College Conservatory of Music 


Courses in singing, piano, organ, violin and theory. 

Courses for training supervisors and teachers of public school music. 

Graduation leads to a life certificate valid in most states of the union. 

Total living expenses need not exceed twelve dollars per week. Tuition and fees exceptionally low. 
Write for Catalog 


Michigan State Normal College Conservatory of Music, Dept. 9, Ypsilanti, Mich. 


aS gait ee eG 
EVERYTHING IN MUSIC PUBLICATIONS 
Our mail order service is prompt and accurate. 
Teachers’ needs given special attention. 


THFODORE PRESSER CO. Philadelphia. Pa. 


CLAUDE S. WILSON 
57 W. 93rd St., New York City Riserside 4259 


“*The Art of Technique for the 
Pianoforte in all its Diversity’’ 


BRENAU 


A famous professional conservatory with modern col- 
lege dormitory advantages for women, Noted ar ac’ 
ers. All brancies with state authorized degree. " 
for teaching and the concert stage. Opera. Public School 
Music. Appearances with orchestra, Demand for grad- 
uates. Near Atlanta. Ideal climate for outdoor life and 
sports. Catalog: Box M, GAINESVILLE, GEORGIA. 


CONSERVATORY 


ESTABLISHED 1857 


)) PE ABODY CONSERVATORY 
BALTIMORE, MD. 
OTTO ORTMANN, Director 
One of the Oldest and Most Noted Music Schools in America. 


Atlanta Conservatory of Music 


THE FOREMOST SCHOOL OF FINE ARTS 
IN THE SOUTH 


Advantages Equal to Those Found Anywhere. 
Students may enter at any time. Send for 
Catalog. 


GEO. F, LINDNER, Director 
Peachtree and Broad Streets, Atlanta, Georgia 


It identifies you as one in touch with the higher idea's of art and life. 


?? Ask ANOTHER ? ? 


1. What is a tuba? 

2. If C# is the fifth of a scale, what is 
the leading-tone of that scale? 

3. What nationality was Saint-Saéns? 

4. D is the third of a scale whose fifth 
note is the third of what other scale? 

5. How many sixteenth notes equal a 
double dotted quarter note? 

6. What is meant by senza crescendo? 

7. Name three composers whose names 
begin with “B.” 

8. What is a national anthem? 

9, What finger comes on Bb in the scale 
of d minor? 

10. What instrument is this? 


©he Piano 


By MarveL GUYETTE 
(Age 13) 
The Greeks may lay claim to their lyre, 
The Romans their violins play; 
But, to suit the desire 
Of my ear, I require 
A piano for my roundelay. 


Its notes that so loud or soft sound, 
Its keys that are easy to play, 
Win in all the world round 
Where’er music is found; 
For none other can serve in its way. 


If the viols advantages claim, 

The piano has more of them still; 
While the tricks in its game 
Are more easy to tame, 

And to play it needs only the will. 


DrAr JUNiIon Erupe: 

I played piano when | was only three. 
When I was five my mother gave me in- 
struction and now I am with another 
teacher. I have won several certificates for 
various Eisteddfods, among them a gold 
medal for piano solo. | am yery fond of 
music and have always been blessed with a 
good piano. We do not always realize the 
value of our pianos, do we? 

I have passed two music examinations 
and one theory examination and am soon 
going in for a very stiff one, the “Advanced 
Division of the University of South 
Africa.” Do you not think that sounds 
difficult? I enjoy Tar Erupr and especially 
the Little Biographies for Club Meetings. 
I play piano for a dancing teacher’s pupils. 

From your friend, 
Leonora Stewart (Age 13), 
29 Fairview Ave., Woodstock, 
Capetown, South Africa. 


CONDUCTED BY ELIZABETH A.GEST 


Tiss Brooks’ Secret 


Rosert strode down the street, his music 
roll under his arm and a scowl on his face. 
The red and yellow leaves of September 
tumbled about in all their beauty, and a 
merry little breeze blew them all around. 
All nature seemed to be trying to make 
things beautiful, but Robert only pulled 
his cap over his eyes farther and strolled 
down the street with the scowl on his 
face. 

Finally he turned in a gate and slammed 
it behind him. He ran up the walk and 
disappeared through the door of a cozy 
green and white bungalow. 

“Why, Robert!” exclaimed his teacher 
as she greeted him; “You never looked so 
scowling before. With your music how 
could you be so unhappy ?” 

“Well, Miss Brooks, my music is just 
the cause of it all. I just cannot play the 
new piece you gave me. Oh, of course it 
is pretty enough, that is, when Mother 
plays it. But I get all mixed up,’ con- 
fessed Robert. 

“Robert, how often have I told you that 
all practicing is not good practicing. I 
suppose it is your same old trouble—you did 
not count.” 

“But I get mixed up in the triplets and 
sixteenths,’ answered Robert. 

“IT know what you need,’ smiled Miss 
3rooks. “Why don’t you try my Secret? 
Why not fit words to the rhythm of the 
triplets and sixteenths? It straightens 
things out wonderfully.” 


e @ 
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Se 
beau-ti-jul but-ter-fly 


“How do you mean?” asked Robert with 
interest. 

“Just suppose you play this line of trip- 
lets and say ‘beautiful’ or ‘butterfly’ to each 
triplet.” 

“But-ter-Ay, But-ter-fly, But-ter-fly,” be- 
gan, Robert, and the triplets began to fall 


By KatTHryN C. RABE 


smoothly and evenly. “Why, that’s great!” 
he said. 

“And now for the sixteenths,” said Miss 
Brooks. “There are evér so many words 
for sixteenths. Can you think of one?” 

“Sure I can. Huck-le-ber-ry, Huck-le- 
ber-ry, Huck-le-ber-ry,” hummed Robert 
as he played, 


Jo roe 


huek-le- ben. ry Muck Le. ben. ry 


and his sixteenths began to fall smoothly 
and evenly. 

“You have the idea now,’ said Miss 
Brooks. “You know, there is a way: out of 
every difficulty. Now in your other new 
piece you have two-four time, with eighth 
notes. Say as you play them, o-ver, o-ver, 
o-ver 


oe ee 


O.~. VEX O- DEX 


or cheer-ful, cheer-ful. 
You see there is a word for almost any 
rhythm you want.” 

“Well, that’s a fine idea. 
till my next lesson!” 


dae cobees 


A - gnee , Q-Qnee. 


You just wait 


True to his expectations, Robert’s next 
lesson was perfect—that is, as far as 
rhythm was concerned. 


@he Seasons 


The things of summer 
Now are past, 

It seems to me 

They go so fast! 

I wish that they 
Would longer last. 


Yet [ am glad 

That summer's done. 
The autumn time 

Is lots of fun, 
’Cause music lessons 
Have begun. 


sd 


“If you have built castles in the air, your work need not be lost; 


that is where they should be. 
— THOREAU. 


Now put the foundations under them.” 


SignPosts — 
By Marion BENSON MATTHEWS 
“T know Miss Mary will think I have 
done well with this piece,” said Jane to 


herself, as she played the last notes of 
her new march. Then she turned to give 


her teacher a triumphant look, only to. 


see Miss Mary shake |her head sadly. 
“Dear, dear !” 
Jane didn’t put much thought into that.” 
“Why, Miss Mary,” cried Jane, “Im 


she exclaimed, “I’m afraid 


sure I didn’t strike a single wrong note!” — 


“No, Jane, you didn’t,” rejoined her 


teacher; “but I did not say you struck — 


any wrong notes—I said you didn’t put 
much thought into the piece. That is as 
important as striking the correct notes. 
Now, Jane, that was a march you were 
playing; but I want you to tell me if you 


would feel just like getting up and march- 


ing, if you heard somebody play it just 
as you have played it for me?” © 
“Well—no,” confessed Jane. 
“Tm sure you wouldn't,” agreed Miss 
Mary. “You see, you went right past the 
‘sign-posts,’ as [ call them. The composer 


puts up these little sign-posts to tell us - 


how to play his piece, and we must not 
pass them heedlessly. Now let us look at 
them. The first one says, con spirito, and 
that means—” 

“In a spirited manner,” finished Jane. 

“Yes,” said her teacher, “and did you 
try to make the piece sound spirited?” 

“T wasn’t thinking much about how it 
sounded,” said Jane penitently. 


“l’ny afraid you were not,” chided Miss 


Mary. “Then we see the words basso 
ben marcato, and what does that mean?” 

“That the bass should be strongly ac- 
cented,” replied Jane. 

“Yes, Jane, but you did not give special 
attention to the bass in that passage, did 
your And see these dotted notes. You 
did not make them staccato—you ignored 
the dots just as if they were not there 
at all! Now try it again, slowly, and 
see if you cannot do it as the sign-posts 
tell you.” 

Jane played the march once more, and 


tried earnestly to keep in mind her teacher's 


instructions. 

“That is a great improvement,” said 
Miss Mary, when Jane had finished. 
“Didn't it sound better to you, this time?” 

“Yes,” agreed Jane, “and I think I can 
make it sound still better!” 

“I think you can,” smiled her teacher. 
“Always watch your sign-posts. That is 
the only way to make a piece sound as it 
should. Do you remember what the mor- 
alizing Duchess said to Alice at the cro- 
quet-party? I think it should be the motto 
of every music student.” 

“What was it?” asked Jane with interest. 

““Take care of the sense, and the sounds 
will take care of themselves,’” replied 
Miss Mary with a twinkle in her eye. 
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DELIGHTFUL PIECES FOR JUNIOR ETUDE READERS 


HE 
ON THE SEE-SAW 


MONTAGUE EWING 


A dainty little waltz. Grade 12. 


Copyright 1929 by Theodore Presser 
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International Copyright secure 


BIRTHDAY PARTY WALTZ MABEL MADISON WATSON 


A left hand melody in different 


octaves. Grade 1. 


+ 1929 by Theodore Presser Co. 
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THE LITTLE VOLGA BOATMAN 


E, ETUDE 


#. 


| Very characteristic. Grade 2 
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ANNA PRISCILLA RISHER 
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EDUCATIONAL STUDY NOTES ON JxCUSIC 
: IN THE JUNIOR €TUDE 


By Epcar ALDEN BaARRELL 


1 

/ _ 4 into the accompaniment. Sometimes it is almost 

lesque, by Louis Rée. prettier than the melody with which it goes. Bet- 

_ Here we have a jolly little ter take these places alone and learn to do them 

dance for our little rhythmic so well that you can surprise people by the beau- 

orchestra friends. — tiful way you can make them sound. Noth- 
A Burlesque is intended to ing else makes work so interesting as trying to 


oke fun at some one or do it so well that one can dare to be proud of it. 
me thing; and so this piece 


is just full of queer little 
quirks that make it as jolly 
Bean be. \ 

ands main key is A minor; 


o 


Dear JuNtor Erupe: 
I am seven years old, and I am taking 
Y 1 : rf second year at the piano. Sometimes I play 
7 “ang Reape aie lias Beer eid natnres the piano for the toy band at school. I try 
‘It would seem that the composer was writing for to practice an hour every day. I like to 
antics of a bunch of tawny little pigmies read letters in the Junior Erunr. 


mmewhere in a spooky cavern with bats hanging : 
ll around the ceiling. Make your playing of From your friend, 


when such a dance is 


this music sound wild and weird as if for such a Mary Jean Donson (Age 7), 
“scene. ; 
if Kansas. 
‘Call to Arms, by C. W. Kern. 
Be ‘ A fine march, that starts Parties Rather Than Recitals 
off with a blaring bugle call. To Tur Hrupen: A 
If one were to hear a band How many of the teachers have thought 


coming down the street, play- about giving parties for their younger pupils 
ing it, the first thought would instead of recitals? In my case it has been 
be to look for a company of found a great success both with pupils and 


soldiers on parade. . parents, the latter evidently enjoying the 
When you play this march, parties as much as the children. 
be sure to accent well the The word “recital,” for some reason, fills 


first and third beats of each the majority of pupils with awe. In school 
measure; for these are the the word “‘test’’ has a like effect. No amount 
Baer points where the marchers of talk can convince them that it is nothing 
always set their left feet down firmly. Is it not more than a review of their daily work. If 
strange that all over the civilized world the sol- that has been well learned the test is not 
diers march “‘left-footed’’? And, because of this, troublesome. F 
the other people of these countries march in the With my thoughts running on the unpleas- 
same way. Be sure not to play the secondo ant association of the word, “recital,” I made 
(second part) too heavy, so that the melody in up my mind to change to a party the after- 
the primo (first part) cannot be heard. That noons in which the smaller ones were to play 
' would be like an accompanist playing so loudly for their parents and friends. 
that he buried the notes of the singer or violinist Whereas the recital had been a formal af- 
with whom he was playing. fair from which everyone fled, the party 
} ; brought many friends and relatives. eis 
“vl, iscilla over the children were anxious to invite 
The Little Volga Boatman, by eoaray Ertscil spectators, while at a recital very few de- 
’ . Risher. sired even the presence of their mothers and 
1a - Russia is the fathers. ; 
hy Nee olen Rives one of We have heard people remark often with 
the largest and longest weariness that any kind of a musical recital 
' streams in all the world. On is a most boring thing. Then let us avoid 
this great river are many, thre disagreeable connotion of the word “re- 
_many boats on which the cital.” ; i ; 
rowers are little better than Nor will games interspersed with the 
‘slaves. Among them has been musical numbers lessen the excellence of the 
created a ‘work ~~ song” performance. The children’s minds are freed 
known as the “Song of the only from the dread of playing and not from 
Volga. .Boatmen,”? which in- the desire to do well. The numbers are 


i terprets -both the depressed amar usually played | in a more correct manner, 
“spirits of the workmen and the rocking motion ®@nd it is a time of enjoyment instead of 
of the boats. horror. Even as a commercial proposition, 


__In the first sixteen measures of “The Little music should give pleasure and happiness 
' Volga Boatman” the composer makes her music Doth to performer and listener. 
_ tell of the dreary life of a little boy working on EpNA JOHNSON WARREN. 
one of these boats. Then, at the beginning of 
the third line, marked pp, the little fellow sings 
very softly the plaintive song of the boatmen, 
_Awhich must gradually get quite loud and then die 
away. Make the measures of the music very 


a time, just like a boat rocking on the Answers to 2 
 Jollity, by Ella Ketterer. (an You Gell? x3 


My, what a gay piece this 
is! And what a fine time 
the hands are going to have SEE PAGE 691 OF THIS IS8UE 
playing “leap-frog’’ over each 


other as they scamper up 1. A-natural. 
acd. pe the pees. 2. Alessandro Stradella, the hero 
ake those great long runs aerr ” 
of eighth notes so even that of Flotow s Stradella.’ 
ae ape can tell fig one 3. The kind of note which re- 
and comes up and the other ceives one beat 
d - Onl eo 
7S gale lead RG tee ada 4. In 1698, when thirteen hymn- 


have a good accent; just as when a row of tunes (with two parts, for 
aii “Ce for “leap-frog” and the soprano and bass) were added 
4 hrs! to the “Bay Psalm Book.” 

Birthday Party Waltz, by Mabel Madis . E-flat, G, C-sharp. 

aE niet : eee ’ Karl Gottlieb Reissiger (1798- 
1859), who gave ,it to von 
Weber, so that it was found 
among his papers and thought 
to be his work. 

7. It is in Chopin’s Funeral 
March from his Sonata in B- 
flat Minor. 

8. The fourth tone. ; 

9. It was written as a song in 


Nw 


' The composer was surely 
_ thinking of some little player 
bondias had not yet had many 
birthdays. The piece is so 
_simple and tuneful. 
ow the left hand has the 
melody, and it is going to 
have a good time making it 
_ sing softly and sweetly, just 
as if all the chiidren at the 
_ party were ina perfectly good 
- humor, as they ought fo be. 


Then make those pretty little chords for the Handel’s opera, “Xerxes. 
_ tight hand sound just as if they had been plucked 10. By Francis Scott Key, on 
_ softly from the strings of a guitar or banjo. September 14, 1814, during the 


: What a good time you can have at this! bombardment of Ft. McHenry. 


Een the See-Saw, by Montague Ewing. WATCH FOR THESE TESTS OF YOUR STORE 
a : OF KNOWLEDGE, APPEARING IN EACH 
ISSUE OF ““THE ETUDE MUSIC MAGAZINE. 

sound like that. 


The piece is in C, the first 


: . 2 Oldestandmostpractical system. 
key in which Ahi learned The Courtright Agreat opportunity for teachers 


to play; but notice how in- System of Musical to specialize in this unlimited 
teresting the composer has Kindercarten field. Write for particulars in 
made this piece by _ intro- ga correspondence course. 


ducing sharps and flats, or vs ALilGen 6 Edna Ave..Brid #,Conn. 
identals” (notes not belonging in the key) See eee ee Oe. Nebel Cove 


Who has not some time 
had a jolly time on a “teeter- 
board,” going up and down 
just the way the melody of 
this piece begins. Make it 


a at ve 
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by this institution 
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SEVERAL FREE AND PARTIAL FREE SCHOLARSHIPS 
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Little Biographies for Club Meetings 
No. 20—(eésar Franck 


The last two studies in the “Little Bi- 
ography” series (those which appeared in 
July and August) were, as you remember, 
given to those composers who are worth 
knowing about, but are not, at the present 
time, of as much importance to Juniors 
as those included in the regular series. 

This month the great masters will be 
continued with the study of César Franck. 

César Franck was born in Belgium in 
1822. After living in Paris many years 
he became a naturalized Frenchman and 
remained in Paris until his death in 1890. 

His parents were evidently fond of long 
names, for they gave him the name of 
César Auguste Jean Guillaume Hubert 
Franck. No wonder he dropped all his 
middle names! 


CESAR FRANCK 


At the age of fifteen he entered the 
Paris Conservatoire, having already done 
a great deal of studying in Belgium. At 
the Conservatoire he won first prize in 
piano, second prize in counterpoint and 
fugue and second prize in organ, all be- 
fore he was twenty. After this he taught 


music, played the organ in church and 
spent much time composing. He arose 
every. day at five-thirty and began his day 
of teaching at seven-thirty. He became 
a teacher at the Paris Conservatoire and 
remained there many years. 

The public was slow to appreciate his 
worth. However, little by little his com- 
positions and his merits as a teacher came 
to be recognized, and the French govern- 
ment finally conferred on him the title of 
Chevalier of the Legion dhonneur. 


He composed three operas (though he 


cared little for the stage and these are 
not given now), four oratorios, a mass 
and many organ compositions and songs. 
But his greatest compositions are his String 
Quartet, a Quintet for piano and strings, 
a Sonata for violin and piano, Symphonic 
Variations for piano and orchestra, the 
Prelude, Fugue and Variation, which, be- 
ing very difficult, is not played as often as 
it would otherwise be, and, last, his great 
“Symphony in d minor’ which is played 
by all the great orchestras of the world. 

As his compositions are all in the large 
forms it is almost impossible to present 
any of his music at Junior meetings, un- 
less some one has a phonograph to lend 
to the meeting. There are splendid records 
of his beautiful symphony, and listening to 
it or at least a part of it in that way 
would certainly be an excellent thing to 


do. 
Questions On Little 
Biographies 


1. When and where was César Franck 
born? | 

2. When and where did he die? 

3. Of what nation did he become a 
citizen? 

4. Name a few of his greatest com- 
positions. 

5. Do you think of -him as the composer 
of many small compositions or of large 
ones? 

6. On what instrument did he excel? 


Dear Junior Etupe: 

I do not belong to any music club be- 
cause we have none in our community, but 
I do belong to the Girls’ 4-H Club and in 
connection with that we learn the apprecia- 
tion of music. I have taken piano lessons for 
six years and play all kinds of music ex- 
cept jazz, but that is one thing I do not 
care for. It sounds too “rattly.” 

From your friend, 
Giapys GeLpaus (Age 14), 
Towa. 


Answers to Ask Another 


A tuba is the largest and deepest toned 
brass instrument in a symphony orchestra. 
2. E sharp. 


3. French. 

4. D flat. 

5. Seven. 

6. Without getting louder. 
7. Bach, Beethoven, Brahms. 


8. A song of patriotic character adopted 
by a nation as its representative song. 

9. The third finger. 

10. A pair of cymbals. 


Dear Junior Erune: 

My teacher has formed a music club. 
We meet in her house the last Friday of 
every month. I am the president. We 
discuss biographies of composers and have 
musical games and puzzles and read stories 
from THr Etupr. We hope to send some 
money to the MacDowell Artist Colony. 

From your friend, 
Miprep SprEcer (Age 12), 
Massachusetts. 


Answers to April. Puzzle 
1. Staff. 

2. Note. 

3. Bar. 

4. Clef. 

5. Line. 

6. Pause. 
7. Lento. 
8. Measure. 
9, Forte. 
Duet. 

. Solo. 
Rest. 


Being Pusical 


ARE YOU or are you not musical? 
That is the question. You have often 
heard people play the piano, and do it in 
a way that is absolutely correct—with good 
rhythm, correct notes, proper fingering, 
careful pedaling, and even a great deal of 
finish—and yet, are they MUSICAL? Does 
this playing make you wish they would rot 
stop? Does it hold your interest and atten- 
tion like a magnet? Does it make you feel 
that music is the most wonderful thing in 


life? When you play, you are.one of the $< 


about your playing. Is your playing mu: nl 
cal? That is something that goes far be 
yond being correct, something that goes 
into your inside self where you feel things. 
So, are you or are you not? If you find 
that you are, maybe, a little bit but not 
as much as you might be, then get busy 
and pay attention to this matter and i 
prove your manner of playing, 


Ghe DPCusical Elves 


By ErroLtt Hay CoLcock 


Inside my piano, hid from sight, 
Beneath the keys of black and white, 
There live some little music elves 
Who dwell within all to themselves. 


And as upon the keys I play, 

When practicing from day to day, 
These little elves strike curious things 
Like hammers on the metal strings. 


They make a pleasant sound to hear, 
That rings out bell-like, sweet and clear, 
But if I have not practiced well 

The music elves can always tell. 


Dear JuUNIor ETUDE: 

I am very disappointed that THE EruprE 
arrives a whole month late here; therefore 
we Australians cannot enter the contests. 
But I am sending my essay to you, think- 
ing there might be some chance for a late 


pena: From your friend, 


BerNaArp Geuric (Age 12), 
Lagoon Street, Narrabeen, 
Sydney, N. S. W. Australia. 


N. B. It is too bad that the far-away- 
Junior-readers cannot enter the contests, 
but maybe some time in the future, when 
all the mail is carried by aeroplane, they 
can. Twice the Junior Erupnr has held 
contests just for the far-away readers and 


JUNIOR HARMONICA BAND 
Mexico, Missouri 


Then I grow quite ashamed, you see, 
When they play out of tune like me, 
For, if I’m false or if I’m true, 
They strike the same notes that I do. 


’Tis scales that make my fingers fly 
So very fast that by and by 

I shall be playing with great ease 
Real pieces on the shining keys. 


— < ae 


And then the little music elves 

Who dwell within all to themselves 
Will be so glad they'll help me play 
More like a “grown-up” every day. 


ae he aging? Caen 


~ i 


Pane 


aa 


held the date of the contest open for two 
extra months, but it is not practical to dod 
this often. So let the far-away readers 
write to the letter box instead and tell all 
about the different places in which they live. d 


Dear Junior ETuve: 3 
I have taken piano for three years and 
hope to become a good musician. I like 
to sing and won first place in voice last 
year in our sixth, seventh and eighth grade 
County Intellectual Meet, which we have 
every spring. I am expecting to enter for 
both piano and voice the next time. 

From your friend, ‘ 
KarMEN LauperDALE (Age 11), 


¢ 
Oklahoma. - 


] 


| 
; 
| 


= 


SS 


| THe Junior Erupe will award three 
pretty prizes each month for the best and 
neatest original stories or essays and an- 
swers to puzzles. 

Subject for story or essay this month— 
“Music and Life.” Must contain not 
lover one hundred and fifty words. Any 
boy or girl under fifteen years of age may 
compete whether a subscriber of not. 

| All contributions must bear name, age 
and address of sender written plainly, and 
must be received at the Junior Erupr 
Office, 1712 Chestnut St., Philadelphia, Pa., 
7? : 


Poetry and TyCusic 
b (PRIZE WINNER) 


Porrry and music are both rhythmic ex- 
‘pressions of the beautiful. Both appeal to 
‘the sense of hearing. Each tells a story. 
When we play music we see pictures and 
| when we read poetry we see pictures. 

When I read Stevenson’s “Land of Story- 
books,” a picture came before me of a boy 
crawling along the wall behind the sofa, 
pretending to be a hunter. When I played 
an old Russian Cradle Song, in my mind I 
saw a picture of a wooden cradle rocked 
by the baby’s mother. So I love both 
‘poetry and music because they both show 
me pictures and because they are both beau- 
tiful. 
Davin Dracirr (Age 9), 

’ New York. 


Poetry and Dusic 
(PRIZE WINNER) 


Poetry and music are a good deal alike. 
Music must have expression as much as 
poetry. Many of the Junior readers are 
probably acquainted with declamatory work 
and know that a person cannot hope to get 
anywhere with it and without expression. 
Music is the same. A pupil is not worth 
wasting time on if he has not the talent 
or ability to put expression in his music. 
Without expression a piece cannot be in- 
terpreted or understood. If you have a 
piece without a name, give it a name, and 
live up to the name given. Try to tell 
a story with the music you play. Po- 
etry and music walk hand in hand down 
the long lane leading to mental culture and 
an understanding of the better things of 
life. 
Mitprep Conton (Age 12), 

Oregon. 


_ Poetry and Tylusic 
(Prize WINNER) 


Porrry is a number of thoughts in sen- 
tences that rhyme. Music can be looked at 
‘in the same way. I always think that the 
phrase can be used as a sentence, and the 
musical phrase as rhythm. Poetry tells 
stories and music does, too. I always think 
of this. The name of the piece is the 
story and the music describes it. It re- 
minds me of weaving a pattern as we go 
‘playing along. We are weaving with a 
‘melodious rhythm and when we finish we 
have our pattern woven. Perhaps it will 
be a beautiful one. In poetry, when we 
are reading, we have a story at the end 

at has been read in rhythm. 
Lena WutscH (Age 13), 
South Dakota. 


ZE WINNERS FOR APRIL PuzzLE 


~Cantonia Hull (Age 12), Illinois. 
Louise Greenleaf (Age 7), Massachu- 
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before the tenth of September. Names of 
prize winners and their contributions will 
be published in the issue for November. 


Put your name and age on upper left 
hand corner of paper, and address on upper 
right hand corner of paper. If your con- 
tribution takes more than one piece of pa- 
per do this on each piece. 

Do not use typewriters. 


Competitors who do not comply with 
ALL of the above conditions will not be 
considered. 


PUZZLE 
Helen Oliphant Bates 


What musical terms are 
represented id 


2 


Sign on the 
dotted Line 


4 Dear Tom: 
Just a line to 


say hello 
trom Dick 


HONORABLE MENTION FOR APRIL 
Essays 


James Creaser, Bernice Essington, Anna 
Berman. Ruth Teichman, Dorothy Lurlene 
Hart, Caroline Raney, Sarah Bellamy Love- 
lace, Isabel Green, Dolores MelIlvain, Martin 
J. Cook, Vinetta Boalton, L. Mary Bately, 
Naomi Klock, Shirley Brown, Alma Ann 
Bachman, Orma Groetsech, Florence Kline, 
June Frederick, Dorothea Johnson, Marion 
Downs, Emma Ruth Siler, Mildred Bowers, 
Retty Jane Auer, Mary Beth Lassetter, June 
Elizabeth Crockett. 


HONORABLE MENTION FOR APRIL 


PUZZLES 

Frieda Germant, Marie Schneider, Gladys 
Vickers, Phyllis Pfluger, Lucile M. Young, 
Frances Quantius, Regina Gracious, Margaret 
VanTassel, Mildred McCann, Barbara Flick- 
inger, Margaret Collins, Anna Kayda, Agnes 
Kayda, Robert Winters, Lorina Janzen, Max- 
ine McBride, Mildred Mirossovsky, Florence 
Anderson, Mary Forni, Sarah Bellamy Love- 
lace, Floyd R. Smith, Lois Morrisey, Mildred 
Pfiefer, Mary Edwards, Ruth Stelzer, Eliza- 
beth Flerchinger, Betty Jane Auer, Mary 
Beth Lassetter, Josep Hmurcik, Price King, 
Vinetta Boalton, Kathryn FE. Smith, Olive 
Schultz, Martin Lanznar, Pauline Naragon, 
Norman Clark, Jr., Clara A. Tull, Lenore Pat- 
erson, Martha Lockhart, Amelia Salmina, 
Robert Redinger, Grace Kalness, Doris Hel- 
vey, Julia Barahl. Elizabeth Dziewas, Leon- 
ard Peteavage, Constance Fulco, Margaret 
Webb, Shirley Heckel, Victor Nassy, Cather- 
ine S. McCandless, Mary Tresca, Shirley 
Barnwell, Lucile C. Hancock, James Schrubb, 
Margaret Hamata. 
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Free 
Fellowships 


Free 
Scholarships 


WITH 


Famous 
Musicians 


First Semester Begins Sept. 9th 


Contestants are restricted to talented and deserving 
students of limited means. Competition first week 
of September. 


Application blank on request. 


Complete winter catalogue on request. 


CHICAGO 
MUSICAL 
COLLEGE 


Chi i e 
(Chie Bei) Chicago, III. 


(NATIONALLY ACCREDITED) 
64th Year 


60 East Van Buren St. 


HERBERT WITHERSPOON, President 


RUDOLPH GANZ, Vice-President 
LEON SAMETINI, Vice-President 


CARL D, KINSEY, Manager 


Please mention THE ETUDE when addressing our advertisers 
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Companion, 


THE THRIFTY WAY TO 
ORDER MAGAZINES 


UST as you save on other things by ordering more than 
one, you can save on your regular reading by subscrib- 
ing to THE ETUDE combined with your other favorite 

magazines. The special combination offers below actually 
save you from 15c to $1.25. Subscriptions are for one year 
each, may be new or renewal, may go to different addresses 
and may begin when you wish. 


Order Now! 


THE ETUDE Music Magazine.. oe 
McCALL’S 


Save Money! 


Both 
$2.35 


Save 65c 


THE ETUDE Music pagar ine. $2. 00) 
PICTORIAL REVIEW . ana 4.00 | 


Regular price $3. 00 
THE ETUDE Music Magazine.. $2. ol 


Both 


$2.40 


Save 60c Regular price..... - $3.00 
THE ETUDE Music Magazine. $2.00 


BETTER HOMES AND Bote 
DENS 


$2.25 


Save 35c 


Both 


$2.75 


Save 25c¢ Regular price 


THE ETUDE Music ae $2. = Both 


$2.25 


Save 25c 
Both 


$2.85 


ae $1.15 


PEOPLE’S HOME JOURNAL . 


Regular price 


.. $2.00 THE ETUDE Music Magazine | 
1.00 CHRISTIAN HERALD. v2 


$3.00 Regular price 
THE ETUDE Music Magazine.. 


DELINEATOR 


Regular price 
THE ETUDE Music Magazine.. 
PATHFINDER, 

Regular price ...... 
THE ETUDE Music Mincavine! , : 


Regular price 


THE ETUDE Music Magazine.. $2.0 


MODERN PRISCILLA Both 


$3.00 


Save $1.00 


CHILDREN (The Parents’ 
Magazine) 
Regular price 
THE ETUDE Music Magazine.. 
YOUTH’S COMPANION 


$4, 00 
$e: 00 


Regular price’ 


THE ETUDE Music Magazine.. 
AMERICAN BOY 


Both 


$3.00 


Regular price 
Save $1.00 


THE ETUDE Music Magazine.. 
COLLIER’S NATL. WEEKLY .. 


Regular price...... 


THE ETUDE Music Magazins: 3 
JUNIOR HOME MAGAZINE 


Regular price 


THE ETUDE Music Magazine.. 
FASHIONABLE DRESS 


Regular price 
THE ETUDE Music Magazine.. 
BOY’S LIFE 


$2.00 Both 
200 $3.75 
Regular price $5.00 ) Save $1.25 


THE ETUDE Music Magazine.. $2.00 Both 
AMERICAN MAGAZINE...... 2. 50 | $4 25 


Regular price $4, iso) Save 25c 
THE ETUDE Music Magazine.. #2. za $4.0 


Regular price....... .$5.00/ Save ‘31. 00 
Alt THE ETUDE Music Magazines $2.00 All 
| 


Regular price Sain 50c 


THE ETUDE Music Magazine.. 
CHILD LIFE %; 
Save ‘st. 15 

= Both 


Regular price 


THE ETUDE Music eee 
NATURE MAGAZINE. . : 


McCALL’S . 
$2.90 PEOPLE’S HOME JOURNAL $2.80 
Save 70c 
THE ETUDE Music Magazine.. $2.00 All 
All YOUTH’S COMPANION 
he “of $3.90 


Save 75c Regular price $4.60 Save 70c 
THE ETUDE Music iter Ray ae! All 


Regular price 


ALL 
PATHFINDER. 1.00 


Regular price..... . $4.00. 


MODERN PRISCILLA 
PICTORIAL REVIEW $4. 00 


al st All 
— Regular price 

Save 65 

Regular_price ave 65° | THE ETUDE Music Magazine. 32.00 AN 
THE ETUDE Music Magazine. .$2.00 MODERN PRISCILLA “asi 

0 CH 


$4.50 


$6.00) Save $1.50 


THE ETUDE Music Magazine.. $2.00 All 
AMERICAN MAGAZINE... 2.50 
WOMAN’S HOME COMPAN- $4 75 
1ON 1.00 i) 
Save 75c 


McCALL’S AFA auc. RISTIAN HERALD. 
YOUTH’S COMPANION _ 2.00 
Regular price 
Regular price 
THE ETUDE Music Made 27 B8 
McCALL’S. 
CHRISTIAN ‘HERALD 


$4.10 


Regular price $5.00 00/ Save 90c 


$1 for 1 Year LADIES’ HOME JOURNAL 
ADD 32 for 1 Year SATURDAY EVENING POST | 22 47y of the 
Above Clubs 


$1 for 3 Years COUNTRY GENTLEMAN 


‘\ PRICES DO NOT INCLUDE CANADIAN OR FOREIGN POSTAGE NN 
2 icy 
Send Orders With Remittance Direct to 


THe Etupe Music MAGAZINE 
Theodore Presser Co., Publishers 
1712-14 CHESTNUT STREET, PHILADELPHIA, PA. 
| | 


An Honor Recital for Your Gown 


By HazeEL HAwKINs-DAviDsON 


To Give a fresh impetus to the work 
of music students in the last half of the 
year and to create enthusiasm in the town, 
why not plan an Honor Recital to be 
given at the close of the teaching season? 
Each teacher’ of music—piano, organ, 
voice, wind and string instruments—is 
asked to present in a musical number the 
student who has made the highest yearly 
average in both practical and theoretical 
work. If the town has not a sufficient 
number of teachers to make a program 
of proper. length a second contest may be 
added in which the- pupil making the 
highest average in the last half of the year 
gives a number. 

By announcing such a recital a few 
months ahead of the appointed time, there 


EDUCATIONAL 


(Continued from page 677) 


The tempo is, of course, slow and there must 
be a real rhythmic swing suggestive of the motion 
of a cradle. In the phrase, ‘““Hushaby, lullaby,” 
in the third measure, do not let the voice slide 
from one note to the next; instead, let it move 
directly, sounding none of the tones or semitones 
“in between.” 


The Meadows of the Lord, by Charles 
Wakefield Cadman. 


It is not often that Mr. Cadman writes a 
sacred song, ““More’s the pity,” for, as the present 
composition testifies, he has immense gifts in 
this direction. 

Study most thoroughly the text; it is a won- 
derfully poetic ome. The music suits it in every 
Bey, Sing deliberately, stressing each important 
word. 


I Shall be Satisfied, by Nathaniel Irving 
Hyatt. 
This sacred song, by a distinguished Southern 
composer, is very devotional in character and is 
extremely “vocal.” It is really in four parts, 


Woritp oF Music 
(Continued from page 639) 


A TEN THOUSAND, DOLLAR PRIZE has 
been offered to the most talented graduate of 
the Milan Conservatory, by- Signora Carbagnati, 
an Italian philanthropist. 

Cg A an 

THE CHICAGO CIVIC OPERA COMPANY 
ORCHESTRA has but one woman as a member: 
Amelia Conti, the harpist, who is a daughter of 
Amaldo Conti, at one time a conductor of the 
Milan Conservatory Orchestra. 

«§ ———____——_——_- 

“LA DODICESIMA NOTTE (The Twelfth 
Night),’”’ an opera with its libretto founded on 
the Shakespeare play and its musical score by 
the young Italian composer, Guido Farina, made 
a favorable impression at its premiére at Milan 
on the tenth of May. 

Yan a EN 

SMETANA’S MANUSCRIPTS and_ books, 
complete, have been acquired by the Minister of 


Public Instruction of the Republic of Czecho- 
Slovakia as a national treasure, 


OO a 
COMPETITIONS 


A PRIZE OF ONE THOUSAND DOLLARS 
is offered by the MacDowell Club, of New York 
City, for a choral, orchestral or chamber compo- 


MusicAL Booxs REVIEWED 


Right-Hand Technic 


By MMe. JHAN DEH HorvatH 

Adhering to the Russian school of bowing 
(of which L. Auer is the most famous living 
exponent) the author puts forward a com- 
plete system for right-hand position and 
maneuvering, Some of the theories, such as 
the statements that the upper arm be kept 
high enough to be in line with the elbow 
and fingers and that the bow be held in an 
absolutely straight position on the strings, 
with the hair quite slack, are rather at vari- 
ance with some few methods now in favor. 
However, it is but necessary that directions 
be serviceable and these, so clearly explained, 
even to the way of strengthening of the little 
finger and the developing of the staccato 
from the martellato stroke, make us acqui- 
esce in the author's statement that “results 
have proved their value.” 

60 cents. 46 pages, R. L. Bryan Company. 


is much competition aroused not only } 
each class but also among students o 
the town. A music club can sponsor 
movement. The children themselves 
it a great honor to play to the best n 
cians of the town. A healthful rivalry i 
started in the community musical life, al 
grades improve and the teacher reaps | 
benefit of awakened interest in m 
The results of each teacher’s endeavors, 
they good or bad, are made quite evide 
and that is the first step toward furthe 
improvement. , 

A movement like this will grow fron 
year to year, affording incentive and 
spiration for teachers and pupils, wt 
the music life of the community is co 
sidered one of its most vital aspects. 


Stupy Notes 


a first section which is followed by two repeti 
tions, and a fourth section containing new ma’ 
rial and also the climax of the song. 
note that the accompaniment of the first _sectio 
is not used in the next two divisions. 
Mr. Hyatt has constructed ty 
ments, both displaying co ee use of counter. 
point. 


A Game of Tag, by Frances MeColin, 


Increasingly prominent amongfAmerican won 
composers is Frances McCollin, whose song: 
violin pieces, operettas, andechamber music sno 
extreme melodic fertility and a feeling for mu 
sical form which is not frequently to be met. — + 

A game of Tag is one of four numbers 1 
Miss McCollin’s new suite, ‘In Fairyland.” Th 
movement is perpetual—at any rate. until the 
third measure from the end of the piece—and 
demands steady insistent rhythm and quick, ac- 
curate fingers. The form is that of the rondo, | 
The section which recurs (the one in E mi 
is good and we aré pleased at its reappearance: 


sition in one of the larger forms, by a musicia 
born or residing in the United States. Compet 
tion closes October 1st. Particulars from Doro- 
thy Lawton, Music Branch of New York Public 
Library, 121 ae 58th Street, New York City. 


> 


THE Re OF ONE THOUSAND | 
LARS, offered by Alfred Seligsberg, through the 
Society of the Friends of Music, for a sacred or 
secular cantata suitable for use by that organiza- 
tion, is again open for competition till Novem- — 
ber 1, 1929. Particulars may be had from 
Richard Copley, 10 East 43rd Street, New York 
City. 

¢ i a 

THE EURIDICE CHORUS AWARD of one — 
hundred and seventy-five dollars, for a chorus 
for women’s voices, is again offered: The com- 
petition closes October 1, 1929, and_ particulars 
may be had by addressing, ‘Euridice Chorus — 
Award, The ‘Are Alliance, Rittenhouse Square, 
Philadelphia, Pennsylvania. 


¢ 


dD 


PRIZES OF $500 AND $250 are offered 
by the New York Federation of Music Clubs in 
conjunction with the Women’s Exposition of Arts — 
and Industries, for choral organizations affiliated 
with that Federation. Particulars may be had 
from Etta H. Morris, 169 Columbia Heights, — 
New York. : 


Stories of Hymn Tunes 
By Frank J. Mprcaur 
Those of us who answer correspondence in 
an editorial office, such as that of THE 
Erupp Music MAGAZINE, are in a_ position 
to know how desirous people are to have the — 
stories of the writing of well-loved hymns. 
And those of us who are teachers know how — 
eagerly children listen to tales concerning 
the composing of their favorite pieces. ; 
So insatiable is this hunger for information _ 
that not a few of us have been tempted to 
pass on to our wide-eyed listeners certain 
fabrications which in reality bear no rela- 
tion to the hymns themselves. The one him- 
dred and thirty-one “stories” of this “book 
will not only disperse these fantastic imagin- 
ings but will also substitute for them histori- 
eal facts concerring the hymns, their com- 
posers and A writers. 
Price, $1.50 
224 pages. 
The Abingdon Press, 


Why don’t you, too, get new ideas to use in your teaching, 
make your work a real pleasure and increase your income at the same time? 


University Methods for Home Study 


Founded in 1903 and advertisers in the ErupE columns since 1908 


To Erupe readers we have offered sample lessons from our courses—many are using them with success. 
_ Get these lessons, without obligation, and see for yourself how great a help they would be to you in your teaching. 
I) Courses endorsed by the world’s greatest musicians—such as: 
I. J. Paderewski, eminent virtuoso. Theodore Leschetizky, Paderewski’s great teacher. Emil Sauer, of the Vienna Conservatory. 
Walter Damrosch, eminent conductor of the Alexander Guilmant, the world-famous 
New York Symphony Orchestra. Fre ist. 
Moritz Moskowski, famous Parisian composer and teacher. 
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Spare Time and Spare Money Institutional Rating 
In vested in Personal Ad- ‘Twenty-six years’ success in teaching nationally and internationally. 


) vancement Pay the Greatest Pupils and graduates distributed over the entire North American Continent. 

i Dividends. Instruction by the best master eis and Hea: in America. 

Graduates, who have stood the “‘acid test’? for preparedness in whatever 
manner called upon. 

Specialists, teaching courses in music only. 


: Here’s the greatest proof of all! 


aren 6 Re co fas been, made Passed the experimental stage years ago. 


' past five years an accura k ; 
which shows that half of the registrations for study have been Pioneers in developing the present home study method now used by many 
made by teachers who have completed other courses with us. ea ing universities. 
i he her F 5 . A 
ce ie ae See ee Same quality of instruction as offered by the best resident conservatory. 
— At ; The only conservatory that offers regular conservatory courses in all 
The intense sincerity which guides our activities has built biench ae d Lad 
up a record of service to our students and graduates outstand- nenes, by home study method. 
ee Se i nen Die a ee I a A a ee eR ee eh ees 


The scope of the service includes personal attention to each 

individual member while studying—all done under expert super 

vision; keeping in touch with our students after graduation, 

‘helping place them in better positions. Indeed, nothing has : Please send me catalog, sample lessons, and full information regarding course I have 
beat ith an elow. 


UNIVERSITY EXTENSION CONSERVATORY, Dept. B-41 
Langley Avenue and 41st Street, Chicago, Illinois. 


ontributed more to the success of our Conservatory than the marked with an X bel 
‘knowledge and experience gained by graduates, proving th O Piano, Normal Course O Trumpet O Violin 
great service to teachers, which is our chief desire. ; for Teachers 0) Cornet O Guitar 
O Piano, Course for Ol Organ (Reed) O\Ear Training and Sight 
To you, we extend an invitation to join the ranks of tudents ; O Voice Singing 
‘teachers now enrolled for our extension courses, working he a School Music aoe as or MS ace t 
toward higher positions. WHAT AN OPPORTUNITY! 1 ~ 7 Cred opaecting v. Composition 
Dict ETL MME ret eTd chats ieVare, aie eis iaiora tate siatonolsla cera cleieboreiuie wiv alalevetw #1 dp.tou 618 ote JNO th gs SIAR PC ERENCE 
You will be interested in seeing eee 
eg SEE NG. ee en ane sccseeseersresewssseceserescceenesecnanscstecnccescnsssssencnsaccanes 
send you on receipt of the coupon. (OV? 2 osc g GRO RROO REE ADOL COT AOMBOe Oc SORA Cee Tare talon ine seas tae An sine anne ka 
Pie nAVECVOtAde lt | Piani0\f... cies oe ccdlep ses sesveeeboosns How man y pupils have you 
pS 1 HORT siete Fists aie ar ewide'ses « Do you hold a Teachers’ Certificate?............ Have you 
UNIVERSITY EXTENSION CONSERVATORY | ; aia. 9 
LANGLEY AVENUE AND 41st STREET DEPT. B-41 ; studied Harmony?............+2++++---+- Would you like to earn the Degree of Bachelor 
! RGN eit Ese Mists Ces sie's's, 
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Victor 


MICRO - SYNCHRONOUS 


RADIO 


Here for the first time is the instrument which scien- 
tists have set as their goal—the first and only micro-syn- 
chronous radio... 

A radio that affords musical reproduction of brilliance, 
warmth and power comparable only to the singing 
or playing of the artists themselves...that at last 
achieves “acoustic symmetry”—from top to bottom of the 
musical seale! 

Victor’s own exclusive radio, the climax of thirty years 
of unchallenged leadership in acoustical reproduction— 
the supreme product of the most painstaking and spe- 
cialized craftsmanship! Victor quality throughout. 


uper-Automatic Station 
tations plainly and perma- 
.. just slide the knob to right 
u have the station you want. 
Radio Console List Price $155, 


adiotrons 


* HIS MASTERS VOICE” 


Never before was a radio so easy to tune. The station 
you want is always in plain sight. The amazing new Victor 
Station Selector is super-automatic! 


You can have Victor-Radio separately or with the 


marvelous new Victor-Electrola... bringing you, in one 

compact cabinet, from the same improved new Victor 

electro-dynamic reproducer... music from the air so real- 

istic that you will be startled...musie from records such 
as you never heard before—music that will take your 
breath away. 


Only unparalleled Victor resources make possible in- 


built Vietor quality at these prices. Only $155” for the 
Victor-Radio Console; only $275* for the Victor-Radio- 
Electrola. Victor Talking Machine Division—Radio-Victor : 
Corporation of America, Camden, N. J.,U.5S. A. Zz 


| 


Copyright 1929 
Radio-Victor Corporation of America — 


